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ABSTRACT 
This thesis reflects the author's views on the.use of 
the medium of community drama within the method of com-
munity social work. Through participant observation, 
the author gained an insight into the medium over a period 
of four yea~s in which he undertook some experiments him-
self, observed experiments undertaken by others, discussed 
the variables with colleagues and, through a literature 
search, compared notes. 
·that research. 
This thesis is an outcome of 
The author regards community drama as derived from 
psycho- and sociodramatic principles and roleplay, and 
as offering part of community theatre; but a unique con-
tribution as a communication medium when facilitated by 
the social worker (enabler) to e·nlist local support in 
working on community needs. Within community social 
work, the medium consists of the following phases: the 
introduction and preparation, performance, audience 
involvement and the follow-up phase. 
The enabler is viewed as an important link to facilitate 
the various phases,-and guidelines are provided to ensure 
that the first critical attempt with the medium will be 
successful. Effective employment depends not only on 
the enabler following these guidelines, but also relies 
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on the co-operation of others involved with the issue 
. and calls for a unified objective shared by all parti-
cipants. For this reason, the lactor l target group 
must be carefully selected by the enabler before intro-
ducing the idea of community drama to the community. 
The introduction should follow a sequence of steps to 
transform the community's shared common idea/need into 
spontaneous dramatisation. When this is followed. little 
time i~ required for rehearsing. 
Before the performance can take place, the~e are certain 
practical arrangements that must be seen to,which include 
the time, date and venue. The performance shows certain 
qualities: realism of the p'erformance by the lactors', 
the narrator's special contribution, the enabler's limited 
role during the performance, and side attractions that 
can accompany the drama. 
The specific characteris,tics and qualities of the target 
audience are described against the theory on innovative 
types by'Rogers and Sho~maker. The rippling effect on 
a wider audience in the community is also emphasised. 
Th~ audience identifies with the performance on an emo-
tional and intellectual level, while the post-performanCe 
discussion provides the audience with a forum to analyse 
the ideas communicated. This discussion can take place 
on a large group basis or be facilitated through the 
small-group discussion method. 
-.. 
Community drama within community social work requires 
the enabler to effectively absorb energies raised at 
the community drama through a programme of social 
action, flexible enough to incorporate the communlty's 
needs, but planned constructively and- realistically to 
in vo'l ve local su pportcont I nuall y •. 
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CHAPTER 1 1 
INTRODUCTION 
1.1 HISTORICAL OUTLINE 
The authot was motivated to engage In research on community 
theatre by the teachings, at the University of Cape Town, 
and the practical gui~ance, at the social work agency 
Cafda. of Professor H. Ferrinho in 1977. During 1977 
and 1978, the author partiCipated in some experiments 
and observed others carried out at Cafda, where he worked 
as a community social worker. These experiments provided 
further motivation for his application to register with 
the University of Cape Town as a candidate for the degree 
of M.Soc.Sc. (Social Work), in 1979. 
The author was assigned to Professor H. Ferrinho for 
supervision for a thesis on tIThe Role of Community Theatre 
in Social Community Work in a Cape Town Squatter Area". 
In 1978, the author undertook two experiments with super-
vision and observed a play initiated by another student. 
In 1979, he undertook two experiments on his. own initia-
tive, assisted a student in the faCilitation of a perform-
ance, and observed another studentls play. In connection 
with these experiments, numerous discussions were held 
with social workers and other interested parties. The 
author also embarked on a literature search which involved 
extensive correspondence ,with people abroad. 
During January 1980, the author undertook a study tour 
in Malaii, where he investigated the use of theatre 
techniques in rural development p-rogrammes. On his 
return, Professor Edward Batson. Visiting Consultant to 
the Department of Applied Sociology in Social Work, was 
apPointed as his Supervisor for the revised application 
for registration that he then submitted. This supervision 
took the form of monthly consultations at which the Super-
visor criticised the work the author brought to him and 
suggested further steps in the research. The final 
responsibility for carrying out the work and reporting 
upon it rested, of course, with the author. 
On the Su~ervisor'~ recommendation, the author adopted 
a fiche l technique in systematising all the information 
he had collected to date. This enabled him to classify 
his data in a meaningful order from which the chapter 
outline for this thesis emerged naturally. As a resu It. 
approval was sought for change of title of the research 
to "The Use of Dramatic Improvisation as a Communication 
Tool in the Community Work Process". 
1. I am indebted to my Supervisor for a most stimulating 
and rewarding introduction to the account by John 
Au~rey, the Seventeenth Century English antiquary, 
of the way Thomas Hobbes wrote his Leviathan: "He 
walked much and contemplated'" and he had in the head 
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of his staffe a pen-and-ink horne, carried always a note-
book in his pOcket. and as soon as a thought darted, he 
presently entered it into his booke, or otherwise he 
might perhaps have)ost it". Prof. Batson has pciinted 
out that "this technique has been efficiently exploited 
by Aubrey himself, Jeremy Bentham, Beatrice Webb, Jacques 
Barzun, and others too multitudinous to know of" (Edward 
Batson, Personal Communication, 1980,1981). 
This systematisation of his ideas provided the author witri 
an insight which he was able to apply in tWfr further ex-
periments that he carried 6ut in 1980, and one in 198f. 
A third experiment was planned but did not materialise. 
These practical experiences, coupled with various discus-
sions on drama and theatre in the field of social work 
and social action, led to further insight. and an appli-
cation for a second change of title, to "Community Drama 
as Medium in Community Social Work". The author's under-
standing of the medium was consolidated through his parti-
cipation in a panel discussion organised by the Society 
for Social Workers (Western Cape). This workshop on 
community theatre included the contribution of experts 
from the theatre, social work~ and mental health fields. 
Vatious drafts of the emergent thesis were successively 
submitted to and constructively criticised by the Super-
visor. The author~s progress towards a final version 
was interrupted by a short period of military service 
and a three-month journey abroad during 1981, in the 
course of which he made valuable contacts with leaders 
in the field of community theatre and community action. 
From time to time throughout 1980 and 1981, the author 
experienced difficulty in trusting the validity of his 
own th6ughts and experiences; and more than once was on 
the pOint of giving up the research and the hope of 
writing the thesis. His Supervisor's faith in him and 
3 
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constant encouragement helped him to continue and bring 
the work to completion. The whole project became 
freshly meaningful to him when his Supervisor persuaded 
him that the case studies he had made on his own initia-
tive might not only be Incorporated into his thesis. but 
used as its principal source of data and ideas. Finally, 
his Supervisor guided the author through numerous drafts 
of what he had to contribute, and this especially during 
the two weeks just before the thesis was submitted in 
October 1981. 
1.2 BACKGROUND TO THE STUDY 
The author's interest in community drama originated from 
the teachings on community theatre by Professor H. 
Ferrinho, associate professor in the Dapartment of Applied 
Sociology in Social Work at the University of Cape Town. 
This interest was further stimulated when. as a social 
. . . 2 
worker employed at the welfare agency, Cafda •. the author 
was privileged to be inVOlved in and associated with 
community drama experiments undertaken within the context 
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of community social work. Through participant observation, 
the author found certain clear patterns emerging from 
these experiments which he felt had positive implications 
2. CAFDA (Cape Flats Distress Association) (W.0.319). 
a family welfare agency providing ihe three methods 
in social work as well as various other services to 
the people in the Cape Flats. The Cafda zone includes 
Lavender Hilli Steenberg, Retreat~ Vrygrohd. Parkwood 
and Grassy Park. 
for community problem solving. This thesis is, there-
fore, an attempt to explain the community drama both 
theoretically and how it can be practically used. 
Although Professor. H. Ferrinho introduced 'community 
theatre' at Cafda, the author pr~fers to view the bulk 
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of the experiments he was involved in as 'community drama'. 
To avoid confusion about these terms~ the author pr6vldes 
a description of his views regarding the differentiation 
between drama and theatre (see 1.3.4). and in Chapter 2 
describes how his experiments gradually led him to accept 
'community drama' instead of 'community theatre'. 
The author views community drama as a practical medium 
which the social worker can employ without necessarily 
having a specialised training or interest in theatre or 
drama. Instead, what is required is an appropriate under-
standing of the different steps involved in facilitating 
community drama, and a community social work prdgramme 
flexible enough to attempt to work on felt needs raised 
through the drama. The hypothesis for this thesis f0110ws 
on these notions as the author holds that the social worker 
can utilise community drama as a communication medium 
within a community social work programme. 
In testing the hypothesis, the medium of community drama 
and the method of community social work, as two variables, 
were difficult to control. The author's first attempts 
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were marked by a lack of clarity on the distinctive steps 
of the medium which are essential prerequisites for success-
ful implementation. Difficulties were also experienced 
in finding a suitable community social work programme. 
that could accommodate the objectives of the drama. These 
flu c t u at i n g eJ erne n t sob s cur edt h e e v al u a t ion pro c es s • 
The author overcame these constraints through a repetitive 
use of the medium within varying circumstances and 
different communities. 
The author offers a descriptive analysis of the step-by-
step process of the medium, illUstrating its relevance 
within the method 'of community social work. These phases 
of the medium are illustrated by relevant extracts from 
case studies~ 
1.3 DEFINITION OF TERMS 
1.3.1 Community 
. Many of the terms in this thesis refer to 'community'. 
It is necessary for the sense in which this word is used 
to be clearly defined, as 'community' within the field 
of community social work, is widely interpreted. /111 son 
says that one investigator looked at the word and his 
disconcerting conclusion was that beyond the recogni~ion 
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that"people are Involved in the community",there is little 
agreement on the use of the term~ (1972, 2). 
Lategan (1981,75-81) claimed that sociology is the most 
appropriate discipline to provide guidance. She refers 
to the contribution Tannies made in defining the "Gesell-
schaft" (modern community) and "Gemeinschaftll (traditional 
. society). The communities in~hich the author experimented 
with community drama did not show any definite affiliation 
with eithe~ of the two types. The experiments took place 
within an urban society where the main common bond was 
not a geographical or demographical demarcation. but the 
shared common value. fate or function of the people 
involved. 
In this thesis, the term 'community' refers to a body 
of people sharing a common need in a locality. To dis-
tinguish between the difference i~ the quality of communi-
ties in which the experiments were being carried out. 
the author refers to the 'open community' when the issue 
involved concerned a rather broad spectrum of people, 
e.g. Montcreef Farm3 (see Chapter 2, 2.3.1). and to the 
Lclosed community' when the boundaries of community 
functioning are definite, e.g. Youth Leadership Camp for 
Boys (see 2.4.2). 
3. The spelling is. hardly standardised; this is th~ 
version adopted by Cafda. 
. 1.3.2 Community Social Work 
The term 'community social work' is used to refer to what 
might earlier have been called community organisation 
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or community deve)opment. As in the case with 'community'. 
much differentiation surrounds these three terms. In 
this thesis. community social work is viewed as the third 
basic method in social work. 
Community work is undertaken by many people and, in the 
author's view, it can be considered that people 
working in the community to improve the qua Ii ty of life 
through projects with community involvement can be doing 
community work. The nature and purpose of their work 
may yary. They may be involved in community health work, 
community educational work or community religious work. 
Comparing community social work with these other types 
of community work. it is clear that whereas the others 
show specific boundaries in their description, community 
sociar work is vague and wide open to interpretation. 
The author refers to community social work in order to 
accentuate the application of community work in social 
work. 
1.3.3 Community Theatre 
In Chambers Twentieth Century Dictionary, theatre is 
defined as "scene of action, field. of operations: t~e 
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stage: an audience, house: the drama: a body of plays". 
The Concise Gxford Dictionary also refers to the two 
most important elements, viz: "dramatic performance on 
stage surrounded by spectators". 
The author regards any type of theatre that speaks to 
the community, about a common issue, as community theatre. 
This view differs from the notion that community theatre 
must bea performance by the people, for the people. 
In the author's view, community theatre does not have 
to be performed by the people from the community, as it 
allows for many kinds of people to participate. Among 
these the author includes professional theatre groups 
travelling through various communities performing relevant 
theatre (Brookes. 1974), village level extension workers 
(Kahn~ 1980},or the Bread and Puppet Theatre group 
(Schumann, 1968). Likewise, community theatre also 
encourages various' media to be employed, e.g. songs, 
dances, puppets, mime, etc., and the author does not view 
it as exclusively associated with the oppressed, under-
p r i v i leg e d 0 r poor er c I ass e s, nor is i t con fin edt 0 r ou g h , 
untidy or amateurish production. 
1.3.4 Community Drama 
Drama comes from the Greek word meaning "to do". The 
Concise Oxford Dictionary refers to it as "play for acting 
10 
on stage" or "composition and present~tiorr of plays". 
The author views community drama as an authentic dramatic 
representation by community members of their shared feelings . 
* 
. Community drama involves the preparation for and the 
presentation of the dramatic performance; it is dane 
by the community, for the community. Inthis thesis, 
community drama is viewed as one aspect of community theatre, 
as explained in Section 1.3. Whenever the community 
expresses its shared feelings and needs through a dramatic 
enactment, the result can be classified as a community 
-Jr \ drama. This drama can also be expressed through mime, 
song or dance, but in this thesis the author only con-
centrates on the dramatic representation of real life 
situations. The 'actors' assemble a scene or set of 
scenes through which they enact their ideas dramatically 
with the aim of provoking and stimulating interest in >p- .. 
. the audience. 
1.3.5 Enabler 
The author undertook the work recorded in this thesis 
in his capacity as social worker,within a social work 
milieu, but he prefers not to refer to the social worker. 
when reference is made to the person who initiates 
community drama. The author does not view community 
drama as ~nique to the territory of social work and 
regards it as a medium that can be employed by all 
community workers or change agents. 
Bert Hansen pOints out that the facilitator of community 
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soc i 0 d ram a i sea 11 edt he'd ire c tor of pro du c t i on' (l 949. I 77) . 
He describes the role of this person: "correspondsto 
the discussion leader ofa forum group; and whose job 
it is to keep the action going' spontaneously". Speyer 
refers to Brecht who used the term 'rehearsal manager'. 
"The rehearsal manager does not come to the theatre with 
an 'idea' or 'vision', a 'pl an of business', and a complete 
conception of the scenery. He does not want to 'realise ' 
an idea. His duty is to waken and organise the produc-
tivity of.the actors" (1978, 15). 
Por the purpose of this thesis, the author cannot accept \.,/ 
any of these terms. In his interpretation of community 
drama, the initiator guides the phases continually without 
'directing the production' or 'managing the rehearsal I. 
r Furthermore, his role surpasses the mere initiation or 
\ facilitation of community drama as this role entails the 
enablement of all the phases. 
The Quthor does not regard the role of the enabler as 
limited to the male social worker. Reference to the' 
or 'him' in this thesis must not be interpreted as male 
chauvinism. 
~ COMMUNITY DRAMA IN PERSPECrIVE 
JThe basis of community drama has been an integral part 
of human communication since the advent of man. Raul 
Leis, in his translated article by Conrad Halloran and 
Ross Kidd, says that "popular theatre started at the time 
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of the cavemen who explained their encounters with dinosaurs 
through mime and rudimentary dances. In communal situa-
tions people used theatre to express all their social, 
political, and economic activities - hunting, fishing, food-
9athering, initiation, war, etc." (1977, I). 
'Popular Theatre' refers to the specific type of community 
. theatre where certain community members' feelings are· 
acted out to communicate their ideas to the community. 
These 'plays' could be seen as the first community dramas. 
With a well~developed language, modern man does not have 
to rely on his dramatic ability to communicate effectively. 
Nevertheless, dramatic gestures are commonplace within 
human interaction, some people using them more than others. 
This latent potential in people to portray their feelings 
dramatically has also been used in the therapeutic field 
. through roleplay, psychodrama and sociodrama. These 
techniques encourage patients to act out feelings both 
individually and in groups. and the author views them 
as a theoretical basis for community drama. 
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Roleplay 
Lippitt and Hubbell describe roleplay as the IItemp~ay 
stepping out of one's own present role to assume the role 
of another individual or of oneself at another time" 
(in Rabson, 1979b, 75). It lI ena bles p,articipants to 
explore situations similar to those in real life and to 
tryout different behaviours and new approaches to problem 
contexts" Rabson, (1979b,76). In the course of the 
author's work, he observed roleplay to be commonly used and 
generally well known within community social work. Within 
certain groups it has been employed to provide experience 
which enables people to acquire new knowledge and skills. 
It also promotes cohesion a~d solidarity and could 
stimulate discussion. 
1.4.2 Psychodrama 
Moreno, the 'father of psychodrama', defined it as that 
which "explores the truth by dramatic methods ll (Rabson, 
1979, 1). Rabson goes on to describe how Moreno developed 
this technique to deal with intense social or inter-
personal difficulties and private ideologies during 
therapy in a group environment. She further ex~lains 
.that"psychodrama is a systematised method of role playing 
which enables an individual to explore the psycho-social 
dimensions of his or her cOnflicts. problems, interpersonal 
relationships and life situations through enactment rather 
than solely verbal meansll (1979, 1). 
'1.4.3 Sociodrama); 
R~bson refers to Moreno's definition of sociodrama and 
explains that he derived the word from the twin roots 
II S o,c ius ", mea n i n g the ass 0 cia teo r II 0 the r f ell 0 w ", and 
"drama", meaning action. She continues: "sociodrama 
I , 
is defined as a deep action dealing with inter-group 
relations and with collective ideologies" (1979, 73). 
According to Hansen (1949, 161), the group cnmes :with, 
its problems and asks for treatment. similarly to the 
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individual client in psythodrama. Chetkow (1975) explains 
that sociodrama is an extension of roleplaying, depicting 
complex facets of a social problem and states that it 
can playa central role for group counselling. Rabson 
postulates that the three main factors in sociodrama are: 
(a) the group with the problem; 
(b) its dramatic portrayal of it; and 
(c) the therapeutic value for the participants and 
the audience. 
«~nter-Relatedness With Communi ty Drama 
-Community drama is based on roleplay. in that participants 
also 'play certain roles'. Unlike roleplay where they 
"experience difficulty in achieving reality in the scenes" 
(Williams, in Rabson, 1979, 153), the 'actors' in community 
drama do not expetience this difficulty as they only show 
what they really believe. 
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Psychodrama centres around the enactment of an individual's 
needs and problems. In the community, several indivi-
duals feel strongly about the same issues and it is this 
mutual concern that is dramatically enacted. While the 
dramatisation serves as a therapy for the individual in 
psychodrama, the group forms the focus point in community-
and sociodrama. However, unlike sociodrama, community 
drama does not try to solve the groupls problem through 
the enactment. It serves to disturb the equilibrium, 
making the audience think again, showing them their own 
thoughts. Sociodrama completes the action' internally, 
but whenever a community-based problem arises, and 
community drama is utilised, a need for greater community 
commitment and follow-up action develops. 
When a community drama is performed Ion stage' for an 
audience, it provides entertainment. takes on a ritualistic 
nature, and invariably becomes community theatre. 
(
Community drama as community theatre has additional bene-
. fits besides the therapeutic .. These have some relevance 
) within the context of community social work but should 
/ 
'\., not bee seen as a goal in themselves: as artistic expres-
ision the community theatre can encourage local artistic 
talents; as an. entertainment the audience is reached, 
directly through the ritual. providing a relaxed sqcial 
atmosphere; as cultural enrichment community theatre 
stimulates and preserves cultural forms of expression; 
community theatre can also provide psychological 
~ ~ advantages including recognition~ 
~nd cathartic experiences. 
status, confidence 
Being community theatre, community drama can manifest all 
these attributes; yet because it is simultaneously based 
on the principles of roleplay, psycho- and sociodrama, 
a guarantee is provided to ensure that the 'truth' is 
portrayed .. 
1.4.5 Diagram Showing Interre1~tedness 
The author proposes the following diagram to give an 
indication of the interrelatedness of roleplay, psycho-
drama~ sociodrama, and community theatre with community 
drama: 
Roleplay 
Psychodrama 
Sociodrama 
Community 
Drama 
Community 
Theatre II 
Other Community-
based Rituals 
Popular 
Theatre 
This diagram illustrates community drama as derived from 
roleplay, psychodrama, and sociodrama, but "simultaneously 
placed as one of the categories of community theatre. 
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Against this background it is closely interwoven with the 
disciplines of the psychosocial on the one hand and of 
the dramatic theatrical on the other. The degree "of 
involvement in the two fields may vary according to the 
nature of the particular community drama. 
1.4.6 Case Study 
The author inquired into the possible use of theatre and 
drama within the community of a Service Centre for the 
Aged, one of the on-going service projects, administered 
by Cafda. The ideas raised through the investigation 
never materialis~d but his recording of the discussion 
with the Service Centre organiser, Mrs. A. Darries, con-
fers lucidity as a case study, for it depicts the inter-
relatedness of community drama with roleplay, psychodrama 
and sociod.rama, and its association with community theatre. 
The Use of Theatre and Drama at a Service Centre 
for the- Aged 
One of the services provided by Cafda is a Service 
Centre for the Aged which operates in the community 
centre. Some seventy old age pensioners attend 
this Centre daily, where they are provided with 
meals, have the opportunity to socialise and are 
involved in a programme based on their specific 
needs. The Service Centre organiser informed me 
that a problem repeatedly reported by many old 
pe~ple concerned their ill-treatment at home. 
Many are compelled to stay with their families in 
overcrowded living conditions Q~ing to 'due the shortage 
of adequate housing and limited vacancies in old 
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age homes), They are upset because they are 
viewed as a burden for family activities and 
are thus excluded from the family circle. In 
the worst cases they are even locked up in their 
rooms over .weekends while the family goes out. 
I discussed the possible use of drama and theatre 
within this group and this very problem was in-
vestigated to determine its appropriateness for 
the use within the medium of community drama. 
The organiser felt that there was not much that 
she could do to alleviate the plight of the aged. 
Complaints were shared in confidence and the old 
people were not too keen for her to confront the 
families individually. She also felt that her 
resources were limited, her time was restricted 
and intervention could cause retaliation. To 
report these problems to the social workers was 
viewed as ~ second alternative but we realised 
the inherent limitation within this action; 
overcrowded living conditions wouldn't easily be 
solved by social workers and as the specific needs 
of the aged required a discerning understanding 
from their families, alleviation of the problem 
requires a complete change of attitude. 
In our discussion I recommended to her that one 
alternative to handling the problem could be to 
allow the aged to Iplay out their feelings l 
Ilike in a roleplayl Lroleplai7. She immediately 
responded to this idea as the group was accustomed 
to role playing the activities of the Service 
Centre in front of an audience. She agreed that 
the dramatisation of their feelings would provide 
them with a much needed cathartic experience and 
that it wauld hold therapeutic advantages for the 
i nd i vi du a 1 s concerned LQsyc hodramU'. She al so 
expressed her concern as the openness of feelings 
might cause embarrassment and, even worse, cause 
the guilty families to retaliate once they come 
to know that IIgranny has told the others about the 
family1s behaviour ll • I agreed with her and 
recommended that this problem might be prevented 
by first acting out the issue within the confined 
and safe atmosphere of the group at the Centre. 
This presentation might then be followed through 
by a discussion to explore the various alternatives 
of reacting to the problem. Through the dramati-
sation and discussion they might learn, to deal 
with the problem [fociodram~. 
We also discussed ways of reaching the families 
and I suggested that once the group feels confident 
to act in front of their friends, they might be 
prepared to stage the same drama for the benefit 
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of a wider audience consisting of all the family 
members with whom the elderly are staying 
. ~ommunity dram]]. The organiser approved of 
this idea as the group had been involved in 
va r i e t y con c e r t s L£ 0 m m u nit y the a t rJ£7 i nth e 
community centre from time to time. We discussed 
the difference between these 'concerts' and the 
dramas which are based on a felt need, and agreed 
that both could be entertaining, drawing and 
keeping the interest of the audience lfommunity 
drama as community theatr~. The main difference 
would be that the latter1s main concern would be 
to convey a message so that the problem can be 
alleviated LIommunity dramj] (Van Biljon, ,Case, 
Studl, 1980c, 1-3}. 
1.4.7 Community Drama 
The author ascribes four phases to community drama within 
the context of community social work; the introduction 
and preparation, the performance, audience involvement 
and follow-up. For theoretical purposes, these phases 
are distinguished as separate entities, but in practice 
they overlap and interrelate. This description closely 
correlates with the description o·f popular theatre 
provided by Kidd and· Byram. (1978, 14). They refer to 
1. problem identification 
2. problem analysis 
3. codification (putting the problems into a 
code - 9 drama.) 
4. presentation of the codfr 
5. discussion of code. . 
6. action 
The author compares the two descriptions as follows 
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Kidd & Byram 
1. Problem identification 
2. Problem analysis 
3. Codification 
4. Presentation of the code 
·Van Biljon 
1. Introduction and 
preparation 
2. Performance 
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5. Discussion of the code 3. Audience involvement 
6. Action 4. Follow-up. 
Althoug~ there ,is a close similarity between the two 
descriptions, i~ would seem that for Kidd and Byram the 
theatrical s.ide of their performances is emphasised; 
This is evident from the following example. "In each 
village the 'kgotla', the village meeting place, is trans-
formed into an open-air theatre complete. with a stage 
backdrop and portable puppet stage" (Kahn, 1980, 59). 
The author regards this emphasis as misplaced and sees 
the performance as an important link in the medium. but 
evenly balanced in relation to the other phases. 
Another major point of difference concerns the role of 
the enabler in the performance. In the Botswana experi-
ments (where Kidd and Byram derive their ideas from), the 
enablers, who were in some cases the village extension 
workers. actively participated in the 'presentation of 
th.e code'. The author endorses the Importance attached 
to the enabler's contribution because of his crucial rfrle 
in facilitating the various phases and provision of 
continuity. However, unlike Kidd and Byram (1978), he 
sees this role as limited. 4 These pOints are enlarged 
upon in following chapters. 
4. And in this, as in a number of other matters, he 
finds himself recalling discussions with Professor 
H. Ferrinho during 1977-79) when both were involved 
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in the activities of Cafda. See Footnote 1, Chapter 5. 
CHAPTER 2 22 
DEVELOPMENT OF THE MEDIUM 
In this chapter, the author provides summaries of the 
experiments referred to, as well ai extracts l or complete 
case studies. These examples serve to illustrate the 
growth and insight ~~ined by the author gradually during 
. '-.1 ' . 
the period 1977 to 1981. The extracts. referred to as 
• Icase studies l are based on the authorls own case records, 
some consisting of extracts ~rom ·monthly r~p6rts submitted 
at Cafda. At. the time of writi~g,publication was not 
contemplated, but it has been thought right to adhere to 
their original wording except for silent correction of 
obvioui errors ~f.typing, spelling, or punctuation. 
(Similar minor mistakes in other original documents have 
also been corrected). In other respects, the author has 
transcribed the originals faithfully with any blemishes. 
even though he would sometimes phrase them differently 
if writing them now. 
1. Reference will be made to these same case studies 
in the following chapters. 
~RST CONTACTS 
I 
2.1.1 The First Experiment 
Professor H. Ferrinho introduced the idea of using drama 
and theatre in the context of social work at Cafda at a 
time when clients)approaching the caseworkers with their 
problems)re peatedly reported the suffering they had to 
undergo as a result of the high crime rate in their com-
munities. The caseworkers interviewed several of these 
people~ who were all keen to be involved in a programme 
to work on the issue~ The caseworker asked them to re-
cord their experiences on paper and, when they met her, 
they enthUSiastically produced vivid descriptions of their 
encounters. j At the first meeting when the individuals 
were brought together, the recordings were ~hared and 
plans made to create their own drama, acting out their 
own experiences with. the aim of promoting social action. 
More discussions were needed to materialise a production 
which was planned for the residents of the criminogenic 
community. It was, however, realised that the performance 
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would not only convey their message to friends and neigh-
bours, but inevitably expose the well-known criminal element 
as well. After the first session the partiCipants realised 
that this exposure could result in retaliation and they 
refrained from further participation in discussions. 
This experiment did not materialise but it opened new 
avenues and challenged the basic assumptions of community 
theatre. The author closely followed these developments 
and learned a great deal from the case-and community 
workers who participate~. He discussed the outcome of 
the experiment with Mrs. Muriel Baker (the caseworker) 
and Mr. Bakaar Taliep2 (community worker) and agreed with 
them that, as a result of the experiment, we acknowledged 
that local people do have the potential to portray their 
feelings dramatically and realistically. At this stage 
we did not know how they would be able to do it publicly 
with the intended community action to follow~ 
2.1.2 The Second Experiment 
The second experiment was carried out with a women's group 
in Cafda village 3 under the supervision of Mrs. J. Fouch~, 
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one of the social workers at Cafda. At one of the group's 
meetings, the author introduced the idea of theatre within 
the context of the group goals. To these women the idea 
2 . The aut h 0 r i sin deb ted to Mr. B a k a arT a Ii e p for his 
evaluative thoughts expressed during various informal 
discussions on community theatre and community dr"ama 
1977-1980. His constructive criticisms challenged 
stereotyped, superficial ideas and thus motivated the 
author to apply a thorough approach to the research. 
3. Cafda Village: a sub-economic housing scheme owned 
and a~ministered by the Cafda Utility Company. 
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coincided with the locally well-known 'concerts'. Most 
of the group members belonged to the same church and. as 
this 'was the common factor in the group. they decided to 
portray their religious feelings in a drama which was based 
on a script frequently used by other groups. This play 
was eventually staged, drew large crowds, and helped the 
. group to raise funds. In terms of group enjoyment, the 
production was a great success, ~ut for insight into the 
phases of community drama, it did not contribute much to 
provide answers to the numerous questions that still 
existed. 
2.2 SEc6ND PHASE 
2.2~community Theatre in Vrygrond 
In 1978, the author continued to expetiment with the medium 
in the squatter community of Vrygrond, where he was involved 
in a community social work programme. Two attempts were 
made with two different community-based groups. The first 
, experiment had family planning as its theme and the 
'actors' were a group of women from the community. They 
were trained to assist the community health worker to promote 
the idea of family planning in the area and to disseminate 
knowledge. These two women canvassed among their friends 
for more 'actors' and the author assisted them to decid€ 
on an appropriate script to convey their message. 
; , 
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This play was important as it started to show the require-
ments for the process of formulating a community drama. 
This experiment convinced the author of the appropriate-
ness of the medium, but he was concerned about the fact 
that his participation Dver~hadowed the limited contribu-
tion of the group members. 
The second play concentrated on alcoholism as a theme and 
was scheduled to be performed at a community festival. 
Again the group relied heavily on the author and the per-
formance did not show the true spirit of spontaneous 
dramatisation. 
The author reported on the progress of the two experiments 
in his monthly reports at Cafda:-
Community Theatre in Vrygrond 
Family Planning 
The community theatre took place on a Saturday after-
noon in the backyard of a local leader's house . 
. Fortunately, the host had a high fence around his 
yard and an entrance fee was charged. That way a 
manageable audience was accommodated and the disrup-
tive element was discouraged from attending. This 
natural environment formed an integral part of the 
surroundings in the community and contributed towards 
a relaxed and social atmosphere. The audience felt 
free to participate and interrupted the performance 
without disrupting the proceedings. 
The story was as follows: A typical family from the 
community is seen on stage. They have a lot of 
children, the husband drinks, and it generally 
presents a miserable picture. A friend of the 
wife explains to her that she would be able to 
get help and advice from a woman in the community 
who had attended a course on family planning~ The 
friend takes the wife to this trained volunteer 
and in turn she is introduced to the family health 
sister at the clinic. Later on, this sister visits 
her in her own house and eventually the family 
situation improves. There is a happy ending when 
the family is re-united and willing to improve 
their situation. 
In one of the scenes, an entire lounge suite was 
dragged out of the house and arranged on stage. 
This comfortable suite took up most of the space 
intended for the acting, with the result that the 
actors all went for these chairs. Once they had 
proclaimed them as theirs, they did not want to 
move again .. The result was that the play was charac-
terised by very little dramatic movement and lapsed 
into a dialogue with the actors all comfortably 
seated and the audience bored to death! 
After the play. a small conference was held with 
the audience. the actors and the health volunteers. 
Dtherhealth workers who attended the play also joined in. The audience raised some interesting 
questions and afterwards a list was drawn up of the 
names of women interested in being trained as volun~ 
teers. However. at the follow-up meeting, none of 
these ladies turned up. Feedback from the actors 
made us realise that the community was generally 
negatively inclined towards the idea of family 
planning. We realised that it would never work to 
try and I s e I I 'it i nth i s wayan d t he t heme for t he 
next community theatre on this topic would be 
'family life' instead of 'family planning'. 
Alcoholism 
In the meantime, the idea of community theatre was 
also discussed with the alcoholism group. The story 
was decided upon and we rehearsed a few times. With 
this group, we had the problem again of people not 
attending the rehearsals. So we started training 
a group of youngsters who were always ar~und, and 
they formed their own choir and practised individual 
items. " 
An interesting observation was made during one of 
the rehearsals. I asked the man who played the 
role of a drunkard to ·explain to his wife how she 
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should behave to help him to recover. The answer 
was most amazing and the best lecture on the role 
of the wife of the alcoholic possible! 
Second Performance 
The play was staged as part of the cbmmunity festival 
In Vrygrond. Many of the people from the community 
as well as the surrounding areas attended as they 
were drawn by the various activities which formed 
part of the festival. 
The community theatre was supposed to have taken 
place in the community centre because, although it 
was . 1 i mit e din f a c i I I tie s (c ha Irs ~ et c . ), i twa s 
viewed as a suitable venue to facilitate a meaning-
ful production. 
The 'actors' were pretty nervous before they had to 
commence with their drama, and when the people kept 
pouring into the hall, they became quite overwhelmed. 
They tried their best to talk above the noise but 
halfway through the performance they had to stop 
as the audience became quite uncontrollable. It 
would seem that if an entrance fee was charged, a 
smaller number of people would have attended and a 
meaningful performance could have taken place at 
the community festival. 
Effectiveness 
It is difficult to say at this stage how effectively 
the message came across. Generally the community 
has accepted the play very well and several people 
expressed their satisfaction with the performances. 
These productions should be repeated because they are 
definitely a powerful medium of conveying a message. 
Probably the audience will also get used to this 
novelty and then they will respond in a more appro-
priate manner. 
Positive feedback was received from the sister at the 
Lavender Kill Community Health Clinic. She told me 
that a woman from the area visited them and told 
them how she went home crying after seeing this play. 
The performance depicted the very situation in her 
own house ~ 
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The Future 
The players might be more keen to practise in the 
rehearsals for the play. As the two plays basic-
ally convey the same message, the two groups can be 
brought together, combining the two stories which 
stress the importance of a healthy family life and 
the dangers of alcoholism (Van Biljon, Case Study, 
1978 a & b, 6-7). 
The author continued to experiment and tried to improve 
on the performances held. The outcome of these rehear-
sals are summarised in the author's lecture notes. He 
prepared these notes and used them as an evaluation basis 
when he discussed his work with other members of staff 
at Cafda during an in-service staff training programme 
held at the agency during 1978:-
An Evaluation of the Community Theatre in Vrygrond 
During the following rehearsals, the problems of 
alcoholism were discussed continually. At first 
the women felt that the only way to deal with the 
problem of an alcoho·l ic husband would be to go to 
the social worker and they will send him away. 
Then when he comes back, everything will go smoothly. 
One of the women in the group shared with the others 
how she helped her husband who had a drinking prob-
lem to get him on the road again. She stressed 
the fact that she had to support him and did not 
accuse him of wasting their money on liquor and 
wine. She explained that sh~ tried to stay calm 
when he was drunk and that it was difficult to make 
ends meet with the little money she had at her 
disposal, to raise the family. Her strong faith 
also helped her and eventually he recovered. 
Another interesting matter arose on the 'rent issue' 
one night during the rehearsal. At the time, most 
of the residents were in aTrears with their payment 
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of the site-and-service charge of R6,50 per month. 
We continually advised them to pay these debts as 
they were in danger of their houses being demolished 
if they did not keep up with their rents. We also 
distributed notices and letters reminding the people 
of the nature of the problem. However, among some 
people there was the feeling that 'somebody else' 
should pay their rent. 
At the night of the rehearsal, while the 'wife' was 
'skelling
' 
on her drunken husband, she mentioned 
that he used their rent money in order to get drunk. 
His anS\'Ier was' "why should I pay the rent when 
Cafda is there to do it for US?". I intervened and 
asked the 'wife': "now you ask the group who must 
pay, Cafda or your husband?". She asked them and, 
needless to say, they all felt that the husband 
should keep up with his own responsibility. . In that 
way the theatre was used to deal with a problem that 
cropped up at that particular stage. Although it 
was not originally intended to be part of the 
message, we dealt with an imm~diate problem. 
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After another rehearsal, the story of the play had developed 
as follows: In the first scene three men are busy 
gambling. Two of them are getting drunk while the 
third only enjoys their company. The alcoholic's 
wife starts calling for him in the background but 
they are too involved in their fighting and drinking 
to hear her. When she eventually comes to fetch 
him, she starts fighting with him and" the others 
try to assist their friend. Eventually they drag 
him away. 
In the second scene, the happy family is depicted. 
The daughters help their mother preparing the 
evening meal for the family. They are glad to see· 
the father when he returns from work. They share 
with him their experiences of the day and after they 
have finished their meals and are being put to bed, 
the man tells his wife about the problems in the 
other family, the one depicted in the first scene • 
. The following day, the wife meets with the wife of 
the alcoholic at the communal tap where they gather 
to do their washing. They discuss the problems of 
an alcoholic husband and the woman gets some sound 
advice from her friends: her friend explains to her 
the futility in trying to send the husband away to 
a rehabilitation centre. She suggests to her that 
she should try to understand him and to encourage the 
\ children to co-operate as well. If he feels that 
his ideas are important, he may start to react 
differently. 
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The next scene shows the men coming from work by 
train. They discuss their lives and feel very 
depressed. The man with the sober habits manages 
to convince his friend not to buy wine. When they 
get home, the wife of the alcoholic finds it diffi-
cult to believe that her husband is not drunk again. 
She is especially proud when he hands over the 
wages that he has earned for the week. They dis-
cuss his problems and he promises to make a new start 
in life. 
Evaluation 
With this community theatre I learned a very important 
lesson. It is vitally important to move at the pace 
of the group and to ensure that they have interna-
~their message before they commence wit~_!.he 
reheaLs_aJ s. It is important to take notice of the 
practical arrangements as well. The venue, number 
of people in the audience, seating arrangements, 
etc., could all have an important influence on the 
final success of the experiment. 
The idea was that a conference, similar to the one 
in the first theatre would take place after the 
performance. Unfortunately, this was impossible. 
The play was staged one afternoon during the week 
of the community festival. Crowds of people entered 
the community centre and, because of the large 
numbers, the audience was completely uncontrollable. 
The performance had to be cut short without any 
meaningful and constructive dialogue established 
between actors and audience. 
In the first experiments the target groups for the 
participants were not carefully selected and members 
of the community engaged in these experiments mainly 
represented the late majority and laggards. If I 
were to do it in Vrygrond again, I would not start 
with the residual type. I think that it would be 
far more economical to invest my energy with those 
members of the community who are really interested 
and whose own lives are 'sorted out'. Through them 
the message can be spread to the residual group 
(Van Biljon, Lecture Notes, 1978, 1-4). 
'2.2.2 Community Theatre of Peter Speyer 
During 1978. another important contribution was made 
through the efforts of a community social work student. 
Mr. Peter Speyer. While being placed at Cafda for the 
practical side of his course, he embarked on a community 
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theatre which was quite different to any of the experiments 
that were previously being carried out at the agency_ 
Mr. Speyer trained a group of men from the squatter 
community of Vrygrond in theatre skills and t~rough a 
series of workshops which included group discussions, he 
assisted them to build up a drama around the shared exper-
iences of the group. This drama was eventually performed 
and proved to be highly powerful, as the message was well 
\ 
defined and excellently presented by community members. 
The author observed how it reflected their trapped feelings 
as farm labourers, working for farmers without any rights 
to defend their ill-treatment. This 'smooth' production 
did not show any of the usual 'noises' that accompanied 
the previous 'rough' productions. 
This drama emphasised the dramatic ability of local 
community members and portrayed the effectiveness of drama 
and theatre in community social work. However. this 
production was only possible because Mr. Speyer was 
equipped with the necessary theatre skills. The author 
viewed it as a commendable production but felt that social 
workers who do not have Mr. Speyer's theatre skills should 
also be able' to use the medium. 
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2.3 THIRD PHASE 
2.3.1 Community Theatre in Montcreef Farm 
During 1979, social work students initiated various groups 
which were part of Cafda's community social work programme. 
These groups were based on the needs of the community 
members and the idea was t~at, through the pro~ision of 
educational programmes, their needs would be alleviated 
and community members would be trained to participate in 
a volunteer programme of social ~ction. 
In the squatter settlement of Montcreef Farm, the author 
assisted a student, Miss Anne Droomer, who was involved 
in a project where volunteers from the community had re-
ceived basic training in health with the aim of assisting 
the community health worker as health auxiliaries. After 
several rehearsals and much support from the enablers, 
a successful play was staged. This was the first play 
the author was directly involved in that succeeded in 
conveying a realistic and powerful message. However, 
the drama showed serious limitations concerning the smooth 
facilitation of the various phases. 
This community theatre was characterised by the active 
participation of the 'actors' at the rehearsals. In a 
Cafda monthly report, the author reported on the first 
contact with the group, the first and last rehearsal :-
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1. First Contact with the Group 
The community health worker for the area approached 
me with the request of assisting them with community 
theatre. She explained that the group was ready 
and while the group are doing their training as 
health auxiliaries, they would like to show the 
other mem~ers of the community what their role is. 
I thought that the group was ready and decided to 
accompany Paulene Niels (the health worker) to the 
group meeting. 
At this first meeting I" was introduced to the members 
and through the discussion that followed I noticed 
that the women were very keen on what they were 
dOing. They had an idea of their roles and respon-
sibilities as health auxiliaries. I explained the 
concept of community theatre vaguely to them and 
they were all keen to start with the rehearsals. 
The due date for the performance was finalised as 
well. 
2. First Rehearsal 
The first rehearsal was based on the discussions of 
the previous week. At first they decided to have 
the performance in the open air, on the site where 
they usually have their clinic. This decision was 
based on the fact that there was no suitable hall 
in the area where they could have their community 
theatre. After they discussed this issue, they 
realised the futility of the idea. If it was to 
take place in the open air, there would be no way 
of keeping control over the audience's behaviour. 
The play was planned for a Saturday afternoon and 
they all knew that during this time of the week, 
many of the people in the area would be under the 
influence of alcohol. EventuallY one of the 
members recommended a church hall and this idea 
was accepted. 
I proceeded by asking them to start to rehearse 
their ideas. They started and after they had com-
pleted the first scene, I asked the members who 
had watched their friends, what they thought of the 
performance. Their comments were very interesting. 
They successfully pOinted to all the weak pOints of 
the performance and commented on the lack of dramatic 
movement;emphasising that the actors were not convincing. 
I thought that they would be better when they tried 
the same scene for the second time, but there was 
still no improvement. I stopped them and realised 
that another discussion would be necessary before 
they could commence again. We discussed the scenes 
again and then the following was decided upon: in 
the first scene a woman is seen at the ~ashing area. 
Her friend comes along and invites her to attend a 
meeting of the health auxiliaries. Simultaneously 
a woman with a drinking problem would come along 
and interrupt their discussions. Then, in the next 
scene, they will show what happens at the meeting 
of the health volunteers. 
3. Final Rehearsal 
The final rehearsal was held in the church hall 
where the performance was due to take place. I was 
under the impression that the venue was closer to 
the community and the actors confirmed that it was 
the only available venue. According to them, many 
residents had already bought their tickets for the 
forthcoming performance and they would all get 
there by train. The community and hall were both 
along the same rail line with two stations situated 
within easy reach of everybody. 
The children were asked to show their items first 
and this they did with great enthusiasm. The man 
who volunteered to act as the narrator did not turn 
up and, as a result, I had to stand in. The rest 
of the scenes were rehearsed and it was decided to 
include an interval between the children1s items and 
the drama. 
In this rehearsal I misjudged the ability of the 
actors again. We went into the rehearsal without 
first discussing the various scenes that were 
decided on during the previous rehearsal. As soon 
as they started, they could not remember the scenes. 
This lack of clarity characterised all of the 
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rehearsing that afternoon. Some scenes were repeated 
several times and I had to assist them continuously. 
This rehearsal was of vital importance: the actors 
had the opportunity to use more space for their 
acting (previously we always had to rehearse in the 
cramped conditions of one of the houses)~ the children 
served as an audience and, although they were some-
what noisy, the actors could get the experience of 
acting in front of other people; technical aspects 
of the play, VOice projection and movement could be 
worked on. 
After the rehearsal, we discussed the development 
of the theatre and realised that the message had 
to be more powerful before it could have the de-
sired effect on the audience. If the children 
took too much time with their songs and other con-
tributions, some of the communicative values of the 
theatre would be lost. In the same way it was also 
important for the actors to have a clear understand-
ing of when they should come on stag~, etc. It was 
decided that we would have another discussion on the 
Wednesday afternoon to finalise everything. 
(Van Biljon, Case Study, 1979b, 11-12). 
2.3.2 Eric Atmore1s Community Drama 
Another community drama which succeeded in the employment 
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of the medium was staged by a community social work student, 
Mr. E. Atmore. The theme of the play centred around the 
dangers attached to the hire purchase system and the parti-
cipants consisted of ccimmunity members who were all 
subjected to these dangers. Prior to the performance, 
the participants had undergone an intensive training on 
the uses and abuses of the system and after having gained 
the necessary knowledge, they were able to enact their 
ideas in a dramatic version of their experiences. 
The author followed the development of the project closely 
and held several discussions with Mr. Atmore during this 
time. The author attended the community gathering where 
the performance was staged and was pleasantly surprised 
by the final result. This production proved that a 
community-based group has the ability to portray shared 
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feelings dramatically without training in theatre skills, 
and with minimum rehearsing. It also proved a medium 
that can be employed by the theatrically untrained 
social worker. The author expressed himself as follows 
in his evaluation of the project :-
Community Theatre with the Hire Purchase Group 
Another community theatre that was extremely success-
- \ ful was the play done With a group of people who 
were all trained in the pitfalls and other aspects 
of buying furniture on the hire purchase system. 
Eric Atmore staged this pla{ on the night of their 
diploma ceremony and the effect on the audience was 
immense. 
Mr. Atmore wanted to educate the community on the 
pitfalls of the hire purchase system. The geographic 
area where he operated (Retreat) was riddled with 
this problem and although many people needed to be 
educated on this subject, he could not 'start 
anywhere' .. During a lecture on the subject, given 
at a local church,several of the church members 
remained seated at the completion of the lecture 
and expressed their interest in an on-going educa-
tional programme which could equip them with more 
knowledge on the subject. 
This group had all experienced in some way the 
abuses of the system, and were ripe for the 
educational input on the hire purchase system. 
After their training period, they compiled their 
drama spontaneously and presented a pnwerful play. 
One of the reasons for his success could be attri-
buted to the fact that Atmore was adequately 
introduced to the use of the medium. With the 
other students he received an introduction to the 
use of theatre and drama in community social work 
programmes at the University of Cape Town as part 
of their Honours course in community social work. 
At Cafda the medium was discussed and he was guided 
to internalise the new concepts.- Mr. Atmore had 
a thorough underst~nding of the use of the medium 
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whilst knowing the essential variables that he had 
to anticipate. He introduced the idea at the 
appropriate time to a proper target group and thus, 
through control of the two variables of method and 
medium, he avoided an unnecessary trial and error 
period . 
. , 
For me this experiment was equally important in 
that I gained invaluable experience which could 
~~nable me to conduct community theatre successfully '.. In future. Several pOints were highl ighted : . 1. The actors must sincerely believe in their message before they can put it across. 
2. To be able to believe in this message, they 
must have clarity about the detail, e.g. if the 
theme centres around their role in the community, 
they must know exactly what it entails. 
3. Once they have internalised their roles and the 
message they want to put across ,--rhey wi 11 not 
need J!l9f_e .. -th"a-ri -1: wo 9 r three rehea r sal s . 
The narrator's role isof extreme importance. 
Heis the link between the various scenes and 
helps the audience as well as the actors to 
let the scenes flow smoothly. He comes on 
stage in between the various scenes and, if he 
cannot remember the flow of the story, he may 
write it down and read it to the audience and 
actors (this is ·what happened in this community 
theatre). 
These plays have shown that community theatre can 
work and that it can be used extensively in the 
community social work programme (Van Biljon, Case 
Study, 1979a, 3-5). 
2.3.3 Community Drama with a Cr~che Group 
The author also employed the method successfully when an 
experiment was carried out with the teachers of a cr~che. 
The author introduced the idea of community drama to the 
matron of this cr~che when she complained about a lack 
of participation from the parents of the children who 
attend this day care centre. She felt that these parents 
would contribute voluntarily towards the upkeep of the 
project if they had a proper insight and understanding 
of the history and daily functioning of the cr~che. 
Through a series of group discussions, the drama was for-
mulated and eventually a successful play was staged. 
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In the next case study, the author describes the development 
and outcome of this project. He describes how it consoli-
dated his views; how it provided .clarity on the role of 
the narrator, the employment of audience involvement and 
the follow-up phase. 
Community Drama with a Cr~che Group 
The people who participated in this community drama 
were the matron of the cr~che, (Mrs. Benjamin), the 
teachers, the members of the Parents Teachers Orga-
nisation, and some of the people who participated 
in the training course. 
Introducing the Idea 
During the discussion with the matron of the cr~che, 
I learned that she had some difficulty enlisting the 
parents' support in the activities of the cr~che. 
The committee struggled to bring the school up to 
standard and the matron complained that the parents 
did not seem to appreciate the efforts involved. 
IIIf only they would realise what we have done for 
their children " , was her remark. We discussed this 
issue and decided to use a dramatic presentation of 
their feelings as a means to communicate and to 
capture the attention of the parents who usually did 
not turn up for the meetings when t~ese important 
issues were being discussed. At the time, the 
matron was also involved in a leadership training 
course, arranged by Bakaar Taliep and myself. At 
this course her problem was discussed and she 
received further guidance and support. 
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It was decided that other members of this leadership 
course (who represented another community) would also 
participate in the drama and invariably they had to 
participate in the rehearsals as well. It was 
difficult to have the rehearsals because we could 
not get all the participants together at the same 
time. The people from the leadership course had 
limited affiliation to the creche gro~p and. there-
fore, it proved difficult to enlist their support. 
Those members attached to the creche identified 
strongly wit~ the ideas to be communicated and spon-
taneously supported all rehearsals. 
The plot covered a relatively long period of time 
and it was interspersed with a variety of important 
events. The group wanted to include all these detans 
as . they were viewed as important contributory, 
historical factors. Thus two major problems were 
experienced: too much time would have been needed 
to cdver all these aspects in detail and, secondly, 
a large team of actors would have been needed if the 
long, drawn-out history was to be portrayed in 
detail. 
I helped the group to decide on the most relevant 
issues and suggested ways of portraying the scenes 
where several people could be eliminated from the 
one scene. On my suggesttion, they decided on a 
scene where they discussed the inspection after it 
had taken place, rather than the actual inspection 
itself. If they had to cover both scenes they 
would have needed a man to portray the role of the 
health inspector and invariably the play would have 
been unnecessarily drawn out. 
At the final rehearsal, I noticed that they all felt 
threatened when I mentioned the fact that it was to 
be their last rehearsal. However, when we were 
finished with that rehearsal and they felt secure 
in their roles, they were very keen on the perform-
ance and radiated confidence. Before the rehear-
sal commenced, I informed them that a video recording 
was to be made at the performance~but not even the 
idea of being on television could motivate them. 
However, after another discussion and the final 
rehearsal, they were keen and ready for the 
performance. 
The final rehearsal can be regarded as the most 
successful. By that time I should not 
take part in any of the ~ehearsing and for this 
reason I even kept my pen and paper out of sight! 
My attitude of non-interference had a positive in-
fluence on the narrator who realised that she had 
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to keep close record of the proceedings. After the 
rehearsal,we spoke about· the group discussions that 
were to follow once their performance had been completed 
I ensured that she had internalised this role 
completely. 
The Performance 
T managed to fetch some chairs which came in pretty 
useful for the play, which was produced in the old 
Torrence Home, the new venue for the creche. The 
audience paid an entrance fee of 20 cents and this 
was organised by one of the parents. The audience 
mainly consisted of mothers with their creche-going 
children, and a few fathers. One of the reasons 
for the poor attendance was that the play was being 
held concurrently with the Muslim religious holidays. 
Furthermore, the performance was not widely adver-
tised before the time, due to the uncertainty of the 
performance. The audience might not have been 
large in numbers, but those parents who. did attend 
were very interested. The smaller audience alsO 
ensured that it was quiet enough for a video record-
ing to be made. 
The Scenes 
Scene 1: The play starts with the community worker 
dOing her rounds in Lavender Hill. She 
knocks on all the doors, trying to establish 
contact and to enquire about the needs 
of the people. She knocks on the first 
door, but the response is very negative 
and she is sent away by the woman who 
is more interested in her wine drinking 
than the problems of the area. On another 
visit she meets another lady who is glad 
to discuss the urgent need of a day care 
centre for children in the area. The 
cbmmunity worker enquires whether they 
could use her house and she agrees with 
the provision that her husband has to 
be in agreement too. 
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Scene 2 The lady carefully approaches her husband 
and tries to convince him of the necessity 
for a creche. He is not keen on the 
idea at all and prefers to enjoy his meal, 
to relax, and to watch his favourite pro-
gramme on television. He finally agrees, 
provided that their furniture does not 
get damaged. 
Scene 3 The community worker pays another visit. 
to the lady. She is delighted to know 
that they can start with this project 
and they discuss the preparation for the 
children's arrival. 
Scene 4 The first day at the creche is marked 
by a chaotic situation. Several mothers 
arrive with their children, they pay their 
fees. discuss the functioning of the creche 
and try to calm the ch~ldren. 
Scene 5 The creche moves to a new venue and the 
teacher and assistants are seen vigorously 
cleaning and preparing for the inspection 
by the Health Inspector. They are not 
allowed to operate their creche without 
being registered and this health certificate 
is the crucial document needed for registration. 
Scene 6 The teacher and assistants discuss the visit 
the chreche has had from the officials 
and imitate their behaviour and mannerisms, 
much to the amusement of the audience. 
They also discuss their invitation to 
a leadership course in the Vrygrond squatter 
area and express their ambivalence regarding 
attendance. The scene ends depicting 
a session of this course where one member 
engages in public speaking and a demonstration. 
Scene 7 The group has to move again and this time 
the creche moves to its present venue. 
They have just moved in and need the support 
of the parents. 
At this stage the narrator subdivided the audience 
into smaller groups to enable them to discuss the 
drama's message: 
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"But here we have the parents, let's ask them 
how they feel about it, maybe they can give 
us some answers. Parents, how do you feel 
about the play? We would like to hear your 
feelings and for that reason we are going to 
form smaller groups for discussion purposes. 
Mrs. Goliath, you and the others in the one 
cornet, Mrs. Adams from you onwards in the 
other and the other group can meet right in 
front. Please discuss what you have seen 
and select one person in your group to report 
back after we are all finished with pur 
discussions." 
It was very interesting to observe the leadership 
that developed from the small-group discussions. 
One of the fathers who was usually withdrawn from 
the activities. was elected by his small group to 
represent their ideas. This gave him the confidence 
to do so. The feedback from the subgroups was 
very positive and various people reported on ways 
that they were prepared to contribute towards the 
cr~che~ They all felt that they had a better under-
standing of the needs and functioning of the cr~che, 
now that they observed the performance. 
I observed that nobody expressed any interest in 
the l~adership course (Copo-Kimo), during the report-
back session. This emphasised the need to limit 
the message Qf the performance to one main theme. 
When the audience is bombarded with a variety of 
ideas. they might get confused and the communicative 
value will be lost. In this perfQrman~e the one 
theme dominated and the other idea simply faded 
in the background. 
Follow-Up 
During discussions with Mrs~.Benjamin three weeks 
after the play, she informed me that some of the 
parents kept their promises they made at the day 
of the community drama. There was also a greater 
understanding and interest among the parents in 
general and this change in attitude she attributed 
to the community drama. 
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Evaluation 
In this play, the narrator's role was assumed by 
the matron of the cr~che. She was a central figure 
throughout the development of the project and as 
the scenes covered a time-span of over two years~ 
the audience would have become very confused if 
the scenes were not linked properly. The narrator 
had to expound on and convey a fair amount of knowledge 
in between the various scenes. 
The narrator did very well, except that she became 
too didactic, tended to moralise, interpreting the 
story in great detail. In fact, she gave the im-
pression that she was ~preaching' to the audience. 
In future I shall try to improve on this aspect. 
The interest of the audience was maintained through-
out the play, the message came across effectively 
and they all had an enjoyable time. There was enough 
action in their performance with the man, portraying 
the health inspector, and the husband of Mrs. Benjamin, 
being extremely natural and convincing. 
At one stage the narrator could not remember what 
'Copo-Kimo' meant. This was the title of the 
leadership course they attended and in full it meant: 
Course on People's Organisation. The narrator posed, 
quite spontaneously, the rhetorical question to the 
audience. One of the audience members responded 
to her question and this comment stimulated an 
intense discussion between the actors and the audience. 
My own role as enabler came out clearly. As soon 
as the group feels confident about the message and 
once they have accepted the idea of conveying it 
through dramatic action, the enabler must step back, 
This he must do purposefully to allow the partici-
pants to do their own thing. 
For effective follow-up it is important to have 
specific information available to assist the audience 
as regards the desired action. For instance, before 
the performance commences, the actors must know 
what they want the aud ience to dec ide on. Th i s 
they must do with a flexible attitude to allow for 
their initiative as well. They must also be equipped 
with alternative plans of action to accommodate 
the needs of the audience as far as possible. 
While the video recording was being made, nobody 
showed any signs of being inhibited. This is a 
sure indication of their total involvement in 
the dramatic action. 
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Community drama is a powerful tool but the partici-
pants must realise its limitations. If they would 
like to see effective change being brought about 
by the stimu.lus of the performance, they will 
have to be well prepared and effectively organised 
to absorb the promises made at the discussions. 
In this drama not all of the promises were carried 
out and generally the audiente were not properly 
informed. 
Video Recording 
The video recording that was made on the day of 
the performance was not very clear, but it did show 
something of the excitement and activities of the 
afternoon. Two meetings were organised to show 
these recordings but unfortunately a technical fault 
made this impossible. However, the idea of the 
video was a tremendous drawing card and parents, 
who generally never pay much interest, were all 
present (Van Biljon, Case Study,l979c, 1-4). 
2.4 FOURTH PHASE 
2.4.1 Community Drama at the Youth Leadership Camps for Boys 
On two occasions the author employed the medium at Youth 
Leadership Camps for Boys. This was done on the invita-
tion of the organisation JAG (Jeug en Avontuur Groep), 
an organisation involved in youth work. The purpose 
of these camps was to expose the boys to training situations 
that would foster leadership abilities. The author 
viewed community drama as a medium to evaluate the proceed-
ings of these camps arid to enable· the boys to contribute 
actively in the process. 
These camps provided a unique opportunity as they consti-
tute a 'closed' community; there was unlimited time 
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for the employment of the various phases; everybody was 
present and ready to participate when needed - this eli-
minated all the practical difficulties that were experienced 
with the previous experiments in 'open' communities. This 
was an excellent opportunity to experiment with the medium 
for it provided a laboratory situation where the variables 
could be controlled. While the first experiment was 
limited, the second community drama enabled the author to 
exclude all the previous mistakes. It served as the 
community drama through which his ideas were finally 
conso I idated. 
What follows comprises two case studies based on the pro-
ceedings in these experiments. The first took place 
during the September school holidays in 1979 and the second 
during the April school holidays in 1980 :-
Community Drama at the Youth Leadership Camp (1) 
The organisers of this Youth Camp (JAG) approached 
me to partiCipate in their proceedings. Originally 
they wanted me to give a talk on community develop-
ment, something related to the field of citizen 
involvement, or on leadership functioning in the 
community. Fortunately, they left the decision to 
me and requested me to take the responsibility for 
the programme, one evening at their camp. I thought 
about their suggestions and being provided with an 
open invitation, decided to use community drama to 
stimulate discussions at the camp. I was aware of 
the risk involved in this lopen! unstructured plan-
ning, but decided to tak~ up this challenge. 
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The Group 
When the organisers contact~d me to finalise arrange-
ments for the evening, I requested to work with a 
group of 10 to 15 boys to do the preparatory work 
for the evening's performance. On my arrival I was 
met by the organisers and later introduced to the 
group of boys I was gOing to work with. They all 
belonged to the same subgroup. The rest of the group 
of abo u t 60 boy s we rei n vol v e d wit h 0 t·h era c t i -
vities for the afternoon and we were left to carry 
on with the rehearsing. 
My group had to complete their kitchen duty first and 
afterwards we gathered for the discussion. They 
called themselves the 'dragons ' and showed signs of 
solidarity and cohesion in the group. They were all 
in the same age group ranging from 15 to 17 years 
of age. 
The Discussion 
After I had been introduced to the group, I was left 
alone with them and started to ask them general ques-
tions such as their names and places of abode. 
Their motivation for participation in camp activities 
proved to be very high and they all seemed to enjoy 
what the camp had to offer. They visualised the 
camp as an opportunity to improve their own position. 
I identified the main leaders. The group was too 
big and did not allow for easy group discussion. 
As a result I subdivided them into two smaller 
groups consisting of five or six people. 
Each group apPointed its own leader and I asked them 
to discuss their experiences at the camp, their 
likes and dislikes. 1 also asked for their suggestions 
on improving the functioning of the camp. These topics 
were chosen as a result of the initial group discussion 
I had .had the group before they were subdivided 
into the two separate groups. 
I left these sub-groups to discuss the issues by 
themselves and when they indicated that they were 
finished, I joined the two groups again. I asked 
the group leaders to report back on the content of 
the discussions in the small groups and one of the 
main activities they reported on was the idea of 
standing guard. While the reporter discussed the ac-
tivity, it drew much interest from his audience and 
I noticed that they all identified strongly with 
his narration. My next step was to ask him to show 
the group, with actions, what he was talking about. 
He did this without a moment's hesitation. He knew 
exactly what he wanted to say, therefore he had no 
difficulty in saying it through dramatic action. 
After this demonstration, I asked some of the other 
boys to show their comment (i.e. make their comment 
upon) on the same activity and sounds of laughter 
and appreciation accompanied their performances. 
I th~n .proceeded by asking them whether they would 
like to demonstrate the other parts of their dis-
cussion as well, with the purpose of sharing their 
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ideas with the rest of the camp. Upon this sugges-
tion, the group responded enthusiastically and started 
to assemble their play. 
At the initial stage, when the participants were 
still busy discussing the various scenes, one of the 
camp officials turned up and joined the group. 
He more or. less invited himself to join in and I 
had to resist the temptation of asking him to leave. 
I Was scared that he would disrupt the easy flow 
of ideas and would inhibit group participation. 
He started advising the group on acting techniques, 
. such as not to act with their backs to the audience, 
to talk loudly and clearly, etc. He manoeuvred 
himself into a position where he took over the group 
discussion and when the issue of portraying his role 
was discussed, I asked him whether he would like 
to take part in the play himself. He probably under-
stood what I really meant and left soon afterwards . 
. After the group discussion, I saw that the boys were 
ready to transfer their feelings into dramatic action. 
When I suggested it, they spontaneously reacted. 
The leaders in the groups assumed the roles of the 
organisers and informally they all made contributions 
in the group rehearsal, suggesting certain scenes. 
The narrator discussed these ideas and the group 
finally deCided on a sequence of distinctive scenes. 
The rest of the rehearsal went quite well. The 
group was left on its own and I noticed how they 
arranged the scenes so as to avoid unnecessary dupli-
cation in their performance. They also prepared 
the scenes chronologically and Independently, and 
without any support from my side, they made the 
story flow. 
When the rehearsal had been complet(::d and before the members 
were asked to take up their duties in the kitchen, 
I called the group together once more. I asked 
them whether they saw their friends to be benefitting 
from their play and they answered in the affirmative. 
I then asked them whether they would like to hear 
their comments afterwards and to discuss the issues 
with them the' way we did it. Much to my surprise 
the answer came: 'You mean the way that you dis-
cussed these issues with us when you started?'. 
After analysing their positive response, I realised 
that there could be two reasons for their positive 
reaction: they had used the method earlier du~ing 
the camps, or, they were used to the idea as I had 
used it with them when I initiated the original dis-
cussion. When the dram awas eventually performed, 
the narrator spontaneously initiated the audience 
discussion. 
Performance 
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The play took place in the same venue where the actors 
had rehearsed for the performance. The venue, of 
course, consisted of an army tent where they usually 
gathered for their meals, lectures and entertainment. 
The actors were delayed because of their task in 
the kitchen. While the others gathered in the tent, 
we waited on them and they spontaneously started 
to sing their camp songs. At first they were hesi-
tant, but as the singing increased in momentum, they 
became more inspired and this emotional feeling 
created a conducive atmosphere for the play. 
The narrator introduced the play and I was able to 
watch the performance, standing right at the back 
of the tent observing the reaction of the audience. 
Throughout the play the audience was attentive, 
observing closely. someti~es making spontaneous remarks 
and laughing. It was clear that they were taking 
in what was being said. The play consisted of the 
following scenes: 
1. A group of schoolboys is seen at school during 
interval. The principal has announced that 
JAG is organising a youth camp during the school 
holidays and now they are discussing the idea. 
In this scene the unrealistic expectations come 
through. 
2. In the ne~t scene they arrive at camp. They 
find the military style. in which the camp is 
run as a great shock and try to accept the 
domineering manners of the sergeant major. 
3. They are divided into smaller sub-groups and 
instructed to put up their tents. 
4. in this scene they show supper time and how their 
behaviour is being modified. They are taught 
to stand in queues before the food is served, 
etc. Afterwards they portray the situation 
where they are supposed to stand guard, how they 
fall asleep while being on guard-duty and all the 
excitement that accompanies this. 
5. Time for physical training, lead ·by the sergeant 
major. 
6. Prayer time. 
7. Leaving camp for home. 
Discussions 
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The narrator carried out his task expertly throughout 
th~ performance but experienced difficulty when he 
had to arrange the audience for th~ir discussions. 
I assisted him in what proved to be an easy task. 
The audience spontaneously seated themselves with 
the members of their sub-groups and therefore the 
audience could easily be sub-divided into these smaller 
groups that had already existed •. I asked them to 
elect discussion leaders in the group and not neces-
sarily rely on the 'formal' leaders that had been 
selected when the camp commenced. (The orgnaisers 
informed me after the play that they all elected 
new leaders for the discussion purposes.) The same 
discussion topics that I had used previously during 
the afternoon's initial discussions were utilised 
again. 
During the feedback session, a lively debate was 
developed. They felt that they arrived at the 
camp without being adequately prepared on its func-
tioning and nature; some of the boys thought that 
they would be trained to become 'prime ministers'. 
They also enjoyed the food and other activities ~ 
although some laughingly admitted that they were 
getting too much food! Generally they thought that 
the camp was tremendous and some indicated that they 
would try their utmost to attend the future camps 
as well. . 
Evaluation 
I feel that this has been my best experience with 
community drama to date. I think that there are 
, . 
numerous contributing factors, with the main one 
being that I had the opportunity of working in a 
'closed
' 
community. Whether the same results would 
show in an lopenl community, must still be investi-
gated. Furthermore, the boys who participated in 
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the performance formed an ideal group to work with. 
They all belonged to the same subgroup. They under-
went the same programme during the week that preceded 
the drama and, as a result, developed a strong sense 
of solidarity, leadership and other patterns of 
informal interaction. 
The major shortcoming of this theatre was the fact 
that the'organisers were not adequately prepared 
for the performance. They were the key to effective 
follow-up, but not all of them attended the performance. 
The others who did attend were also taken by surprise 
and could make a greater contribution during the 
discussion phase, at the end. If I e.verwere in a position 
~gain to do community drama at the Camp, I would 
certainly involve them through a discussion, before 
I commence with the rehearsal of the boys. 
L 0 0 kin g b a c k,1 now rea 1 i set hat 1 s h 0 u 1 d h a ve had 
a discussion with them as well, before the play com-
menced. That way they would have been prepared 
. for what they had seen. During the feedback session, 
the boys posed some questions and if they were pre~ 
pared beforehand to expect such questions, they might 
have been in a position to provide sufficient answers. 
(Van Biljon, Case Study, 1979d, 1-4). 
Community Drama at the Youth Leadership Camp for 
Boys (2) 
During the April holidays in 1980, 1 was invited to 
do a second programme at the Youth Leadership Camp 
for Boys. Originally the camp organisers asked 
me to give a talk on 'how to start a club in the 
community' and they approved nf the idea of community 
drama as a medium to convey the message. 
Preparations 
An important part of my preparation for this project 
was to do a review of all the literature of community 
drama and community theatre. My main source of 
reference was my recordings of previous case studies, 
and especially the work that I carried out at the 
previous Youth Camp. 
I made every possible effort to contact the camp. 
organiser~and eventually managed to trace him tele-
phonically two days before I was scheduled to go 
52 
to the campsite. I discussed my programme with 
him and experienced difficulties in explaining myself 
clearly. He had attended my first community drama 
and therefore it was not too difficult for him to 
grasp what I was trying to say. He told me that 
he would discuss these ideas with the other leaders 
of the camp and that they would be ready with their 
ide~s when I arrived on Wednesday morning. 
niscussion with the Organisers 
I ~rrived at the Camp in time for breakfast and after-
wards I met with them in one of the tents. I 
questioned the group's feelings and thoughts and 
asked how they felt about the idea of the proceedings 
being evaluated through dramatic action by the boys. 
One of the camp organisers indicated that they had 
planned to request written reports.from the boys 
through which they could conduct their evaluation 
of the proceedings. They had hoped to initiate 
committees in all the areas the boys represent and 
it would be the task of these committees to carry 
on with the follow-up work. 
We discussed the use of community drama as a means 
for evaluation and I explained that the performance 
and.the discussion following the performance could 
lead to serious criticism. They accepted this idea 
"as long as it was constructive criticism". I en-
larged on thB nature and function of community drama 
and several ideas regarding the life in the camp 
were discussed in an effort to find a suitable topic. 
During the discussion I mentioned to Mr. Brand (the 
leader of the organisers) that I would like to work 
with any of the subgroups at the camp. He undertook 
to IItake you to the most outspoken group from whom you 
are expected to get a great response ll • 
Introduction to the Sub-group 
When the camp organiser introduced me to the group, 
her e que s ted the m toll S pea k u p II and not to" s a vel' 
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me in any way. The group was generally very posi-
tive and accepted me from the start. I introduced 
myself and they provided me with their names, telling 
me where they came from. The main leader in the 
group stood out naturally, taking the lead in the 
discussions from the start. 
Group Discussions 
I subdivided the group of eleven boys into two groups, 
and for discussion topics I asked them to share in 
their small groups the things they had enjoyed at 
the camp. I also asked them to comment on the acti-
vitiss they like and the things they did not enjoy. 
Almost immediately a lively discussion followed in 
these small groups. They were not inhibited at 
all. I asked them to select their own group leaders 
. and told them that they would have to do the report-
back at the end of their discussions. This they 
carried out spontaneously as well. I realised that 
my presence was not necessary any longer and left 
the tent! 
After. about 10 minutes I realised that they were 
ready to meet together and I asked the discussion 
leaders for the feedback. One of the matters that 
was raised was the issue of standing guard at night. 
They did this at the previous camp, but as it was 
not included in their programme, they suggested that 
it be reinstated. They also felt that their parti-
cular group had been discriminated against as they 
did not get the opportunity to do kitchen duty! (based on my own experiences I realised that this 
co~ld be an Important way of reaching the food in 
the kitchen!). They complained about the quality of 
the movies, that there was not enough recreation and games, 
and that·· everyt hi ng wa s too one-s ided for thei r 
liking. ~he physical training was not too popular 
and the fuct that they had to attend all these 
activities created a prison-like atmosphere. 
They recommended that more entertaining movies be 
shown, that programmes such as self-defence, sharp-
shooting, visits of observation to factories and· 
games at the seaside be included. Throughout this 
discussion I maintained a non-judgmental attitude, 
recognising all the contributions without actually 
taking sides. 
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Formation of the Play 
After this discussion I asked one of the group members 
to show the others how he experienced the situation 
when food is being served at the kitchen. This 
activity was based on an incident they had described 
to me earlier on during the discussions. He spon-
taneously engaged himself and then gathered all the 
others around, sho~ing everybody what happened, much 
to the entertainment of the onlookers. 
My next step was to ask the group whether they would 
liketo demonstrate all these factors that were dis-
cussed; and to do it in the same way as they had 
just done the demonstration of the kitchen incident. 
This idea was taken up and. they immediately started 
to rehearse. The leaders in the groups spontaneously 
assumed the roles of narrators and linked the various 
scenes. After some discussion and very little re-
hearsing, they decided on the following scenes: 
I. Physical training at the camp; 
2. Insp,ection of the tents; 
3. Distribution of food at meal times; 
4. The lecture on the planning of a mountaineering 
session; 
5. The educational film show. 
During the formation of the play, two of the camp·s 
organisers joined, and observed the action. They 
abstained from participating in the actual preparation 
of the drama and the boys carried on with their rehearsal 
without being embarrassed in any way by their superiors· 
presence. When I was introduced to the group it 
was 9.10 a.m. and at 10.00 a.m. the group was ready 
with the play. 
The Performance 
The natural venue for their drama was the one tent 
where the boys usually had their meals, received 
lectures and met for discussions. When the preparation 
for the play was completed, the ·actors· prepared 
the venue in no time. The tent had rows of chairs 
and tables and)with two tables in the front of the 
tent cleared, and the chairs shifted to the sides, 
the stage was set. No other equipment ~as necessary. 
The narrator proved to be quite good and confidently 
carried out his performance, but forgot to tell the 
audience that the performance was gOing to be dis-
cussed afterwards. It looked as if he identified 
strongly with me and at one stage even included a 
scene where he portrayed 'Mr. Van Biljon'. 
There were no inhibitions or embarassment on the 
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part of the actors. They acted the scenes naturally 
and did not need any props to tell their story. 
The scenes flowed quite smoothly without the interrup~ 
tion of any nGises or long drawn-out silences. 
However, they did get carried away with some of the 
scenes and then the play was a bit drawn out. Between 
the various scenes the narrator was inclined to fOrget 
the sequence of the scenes. When this happened, 
the other actors supported him by way of whispering 
the necessary i~formation. 
Throughout the performance there was lively ~ction 
and on the whole the play was quite entertaining. 
The story was done convincingly and they touched 
on real issues that were of interest to everybody 
in the audience. While the play was in action, 
and during the discussions afterwards, I observed 
the audience's reaction from where I stood. outside 
the tent. 
Discussions after the Performance 
As soon as the play was completed, the narrator asked 
the audience to discuss and evaluate in small groups, 
the message of the play. He asked them to discuss 
the advantages and disadvantages of the camp and 
informed them on the report-back procedure. He 
also asked for recommendations. 
At this stage there was some confusion as the groups 
did not really know what they were supposed to do. 
One of the camp organisers spontaneously supported 
the narrator and explained the message of the play 
to the audience. They did not know whether they 
were supposed to discuss the quality of the acting. 
or the message. I think that they were exposed 
to this method of discussing issues in small groups, 
at a previous occasion, for they automatically faced 
each other in their respective groups. The sub-
groups must have been sitting together during the 
performance because there was no difficulty in organis-
ing them to form these groups. 
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Report Back 
After some discussions, the narrator asked the leaders 
to do the report-back. In most of the groups, the 
reports given were very positive at first. . The 
narrator maintained a non~judgmental attitude and 
later on, as more and more groups reported, feelings 
were raised that had previously been suppressed. 
They developed theccurage and confidence to express 
their feelings, to criticise and thus touched on 
serious issues that worried them. These issues 
related to the inconsistencies at the camp, as they 
experienced during the previous week. 
One of these issues concerned an unpopular camp leader 
whose election as leader was based on his good 
performance the previous year. During the report-
back, the boys shared their unhappiness about his 
arrogant attitude and complained that he acted in 
a domineering manner. This feeling of animosity 
was shared by the group en masse and various complaints 
were lodged against him. The person concerned felt 
the situation unbearable and left, although he had 
the ideal opportunity to share his side of the argu-
ment as well. 
It was extremely interesting for me to observe how 
they needed the stimulation of the play to bring 
all these suppressed feelings to the surface through 
the discussion. 
Gradually, as the groups reported back on the discus-
sions that took place in their small groups, the 
issues raised represented more of their true feelings. 
Their initial reports tended to be over-positive 
and I gained the impression that they were not quite 
confident to say what they really. thought and felt. 
All their reports sounded similar, all praising the 
virtues of the camp. However, after this Iformal I 
response, individuals started to comment on serious 
issues that troubled all of them. 
The discussions that followed involved everybody, 
the camp organisers included. One of the leaders 
replaced the narrator who had to leave for kitchen 
duty. The group discussion took the form of a meeting 
with the new Ichairman l effectively channeling the 
various questions to the appropriate sources, allowing 
one person to speak at a time. Following the boysl 
accusations, the organisers were provided with the 
opportunity to share their ideas, thus establishing 
a lively dialogue and debate. The organisers cleared 
certain miSinterpretations and generally explained 
their motivation for certain attitudes and programmes. 
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The fact that the contributions were channeled through 
the 'chairman' and that he maintained control over 
the situation, fostered smooth participation without 
any disruptive outbursts of emotion. The problems 
that bothered the group, their feelings and their 
frustrations, were being recognised and the order 
re s tored.~ 
The discussions continued unabated without~ anybody 
wanting to leave the venue (except the one leader 
who felt too guilty). The discussion would probably 
have carried on even longer if lunch time had not called 
them to a halt. 
Meeting with the Organisers 
I was invited for lunch with the organisers and during 
lunch one of the army officials (who did not partici-
pate in the proceedings) [asked mf{] "have you found 
. good talent in the group?~. 
After the meal I met with the organisers in the same 
tent we used for our initial discussions. They 
all seemed to be positive about what they had seen 
and agreed that the play stimulated a discussion . 
that they never had during their programmes~ They 
also felt that constructive dialogue between them 
and the boys was established - now they knew how 
the boys felt. Mr. Brand evaluited the tremendous 
participation by the audience and said that involve-
ment always ensures a successful programme. He 
continued to say "we saw the child within the child 
todayM, referring to the fact that the boys showed 
their real feelings and attitudes. 
We discussed the practical suggestions that were 
raised by the boys and he explained to me how the 
camps are organised. Not all the peopl~ 
who decide the programme were present, -but Mr. Brand him-
serf -was 0"'2 of them. He intends to do the follow-
up work ind to raise the ideas when the next camp 
is planned. He also felt that valid criticisms 
were lodged that could be quite useful. 
Evaluation of the Community Drama 
1. If somebody wants to utilise the medium of 
community drama, it is important that he must 
be well prepared and know what he is doing. 
I was well prepared for this performance and, 
therefore, I was able to do it successfully. 
However, the message came from the specific 
situation ... I was only prepared to use the 
technique .. ' 
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2. On arrival, I had a discussion with all the 
organisers and because of this discussion, the 
organisers actively and spontaneously partici-
pated in the discussions that followed the play. 
This was Quite a breakthrough compared with the 
organisers' passive behaviour the previous year. 
Through this I learned that it is imperative, 
espeCially in these conditions, to involve the 
organisers. They were prepared for what they 
could expect and therefore they did not feel 
threatened when being criticised. They co-operated 
spontaneously in the discussions after the play, 
as their status was enhanced. They were recog-
nised for their leadership and supported in their 
capacity as organisers of the camp. 
3. Ideally, I should be part of the organisation of 
this camp. This way I can ensure that the ideas 
that were raised are carried through. Another 
alternative would be for one of the organisers 
to learn to apply this technique. If the tech-
nique does not carry the necessary 'status', it 
will always be considered as 'another programme 
to occupy the boys~' This superficiality will 
eventually show through and then the boys might 
be reluctant to participate on a future occasion~ 
4. The main limitation of this community drama was 
the fact that there was not enough time to discuss 
toe goal with the actors. This was especially 
evident through the narrator's om~ssion to 
mention it. 
5. The small-group discussions with the actors before 
the play were very important for the following 
reasons : 
a. They al10wed for a free and lively di,9cussion. 
b. They taught them the method of small-group 
discussion thereby making it easier for th~ 
narrator to move naturally from the 'play 
stage' to the 'discussion stage'. 
f 6. It is vitally important for the change agent, i.e. 
myself, to be in the background. It is essential 
that he should not make himself noticeable, other-
wise the audience will not perceive the ideas 
as those of the actors, and in this way the' 
credibility of the message is decreased. The 
change agent ret ires', the minute the I actors" 
are ready for the play. 
7. At first I thought that the idea of follow-up 
after t~~~camp could be included in the play. 
Although the 'actors' were asked to discuss it 
at the initial group discussions, nobody was 
really interested in discussing that topic. This 
shows again that you cannot push the group into 
discussing a theme that they are not ready for; 
they will only discuss the issues that are most 
relevant to them - those maintaining the highest 
priority on their scale of interest. 
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Furthermore, this meant that one thane was followed 
through in the play and in that sense communication 
was very strong. This camp was mostly camp-
orientated and, therefore, the idea of follow-up. 
was irrelevant at this stage. 
8. This ~ommunity drama has resulted in 'mass 
therapy'.' 'En masse' problems which the whole 
group experienced were worked through. It is 
debatable whether this kind of lively dialogue 
and communication would have been possible without 
stimulation of the play. But, more important, 
this performance has proved the importance of the 
communication that can be established and in this 
respect the play took second place. 
9. One of the most important results of the performance 
was the dialogue established between the audience 
and the policymakers. In this case, the decision-
makers were involved before the time and, therefore, 
they were prepared to join in and support d~~-
cussion. This is not always possible, especially in 
open communities as the policymakers are not in a 
position to attend. 
10. During the discussion period. after the play, the 
actors did not have to have all the answers. 
Their role was to stimulate and encourage parti-
f cipation and in this way they served as catalysts. 
In a way, they are a mirror and reflect the 
audience's own view and feelings in a dramatic 
manner. As mentioned earlier, they do not have 
to have answers, but, the suggestions and questions 
which do come up, should be followed up and worked 
through by the people with the real power. 
II. The comment made during lunch time regarding the 
talent of the actors was remarkable. This refers 
to the idea and attitude of uninformed people 
regarding community drama. An uninformed person 
12. 
13. 
14. 
15. 
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made this remark, whereas none of the other 
organisers or boys involved even hinted in that 
direction. 
It is remarkable that there is a certain natural 
resistance to the use of this technique. People 
feel too threatened to use this technique al-
though they have observed all the steps and 
recognfzed the validity of it. However. if they 
could allow themselves to try it once and carry 
on trying it. they would build up the necessary 
confidence) knowledge and skill to use it with 
ease. 
The formation of this play took only 45 minutes. 
This camp set-up was a rather artificial commu-
nity, but nevertheless it proved that it is 
really very easy to put together a community drama. 
Generally it is important to be aware of the fact 
that this camp is an artificial community. For 
community drama purposes. it has advantages in 
that everybody is there,actors. audience and the 
decision-makers. From a practical pOint of view, 
they could be involved at the right time without 
delays caused by practical problems. In lopenl 
communities it is not so easy, and many times a 
practical problem makes the smooth running and 
the usefulness of the medium almost impossible. 
During the feedback. it took the boys some time 
to break through the barrier from reporting on 
'what ought to be'. As the momentum built up, 
they shared more and more pertinent issues. 
This emphasises the importance of having enough 
time and therefore. for the play to be effective. 
Tfimust be kept as short as possible so that 
all the energy and interest is not canalised 
into dramatIC action only. The play should" 
be seen as a tool for the discussion and for 
the enhancement of dialogue afterwards. (Van 8iljon. Case Study. Ig8Da. 1-9). 
On the basis of these two case studies. the author was in a 
position to forward to the organisers of the youth Leader-
ship Camp for Boys a copy of his evaluations of the tech-
nique as well as a comprehensive evaluation of the 
organisation of the camp. It is excluded from this 
case study as it does not have direct. relavance to the 
research topic. 
2.4.2 Community Drama at a Training Course 
The author also employed the medium at th~ final session 
ofa Training tourse for Cr~che Management Members. This 
training course was organised and carried through by the 
author and Mrs. M. Arendse, employed by Grassroots Trust. 
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an organisation which sponsors many of the pre-school centres 
in the geographic area where the au'thor operated as a 
community social worker. The course was attended by members 
of these schools as well as people from the management 
committees which were under the jurisdiction of the author. 
The development of the experimint is described in the 
following case study. The experiment did not meet the 
orgijniser1s expectations, but it served an important func-
tion and showed the necessity for following the various 
steps in the introduction and preparation phases of 
community drama. The author is indebted to the assistance 
provided by Mrs. Arendse i.n this project. . Her evaluative 
thinking and active contributions proved to be of great 
help to the author especially when the community drama was 
carried out : ... 
Community Drama at the Creche Management Training 
Course 
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This community drama was carried out on the last ses-
sion of a training course for creche managements. 
It formed part of the course and, therefore, it is 
important to provide more background on this first. 
Background 
Creches, or Day Care Centres for pre-school children, 
are often administered by voluntary Management com-
mittees. People elected on these committees are often 
emotionally over-involved with the prospect of Icaring' 
for children in need l , and they do not always realise 
that they need to apply management principles if they 
want to be successful. The functions and duties of 
the management committee members are usually explained 
in the constitutions, but this is often ignored. While 
some members may fulfil their tasks efficiently, 
others find it difficult to come to grips with basic 
things such as 'how to be a chairman, secretary or 
treasurer,1 or how to run a meeting. 
In my experience, I realised that it is quite diffi-
cult to assist these committee members who experience 
problems. I realise that the answer did not lie in 
my suggestions, and realised they had to undergo 
a complete change of attitude regarding'management 
before they could expect their projects to improve. 
To bring about this complete change of mind is not 
easy. 
To provide continuous education to committee members 
I organised a training course with Mrs. Monica Arendse, 
a member of the Grassroots Pre-School Trust. Mrs. 
Arendse experienced similar problems with the manage-
ment committees that she was responsible for an~, 
therefore, we decided to join forces. The training 
course stretched over five sessions taking place on 
successive Monday evenings. 
Objectives of the Course 
1. To provide committee members with the necessary 
education that would enable them to fulfil their 
roles effectively. 
2. To conduct the"course in such a way that the 
members would be provided with practical exper~ 
ience for their tasks. 
3. To provide a learning experience for everybody 
and to broaden their horizons and scope through 
. mixing with members of various committees from 
different communities. 
4. Through the course and the follow-up of continuing 
education, enhance local leadership in the 
communities. 
Curriculum 
The curriculum was finalised at the first session 
"by the 'directors' and the members. It was as 
follows: 
(a) Finance: the role of the treasurer, teacher and 
committee members; fund-raising and the parent 
te~chers association; legislation regarding the 
financial aspect (legislation affecting the 
administration of Nursery Schools was also dis-
cussed); other agencies involved with fund 
raiSing. 
(b) Administration: the roles of the office 
bearers - chairman, secretary and treasurer. 
role of the supervisor (matron); the constitu-
tion; the parent teacher association; the 
PTA and Management Committee relationship; 
the Annual General Meeting. 
(c) General: the use of a diary; importance and 
practical implications of home visiting; 
referral of problem cases. 
This curriculum covered a wide area and generally 
only introduced certain ideas to the members. The 
course was too short to cover all the relevant aspects 
and the organisers aimed at stimulating the members. 
making them aware of their roles and responsibilities. 
Standard Programme 
The programme was designed to ensure maximum parti-
cipation of all the members and followed a certain 
procedure : 
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1. The proceedings of the evening were usually 
opened by the officials ~ho were elected at the 
previous meeting. They would hold a short, 
formal meeting and would finalise all the prac-
tical arrangements of the course. 
2. An election officer would take control and carry 
out the proceedings for the election of a new 
committee. The newly elected committee take 
their seats immediately afterwards. The new 
chairman hands the meeting over to the directors 
who introduce the educational programme for the 
evening. 
3. Tea is served while the chairman concludes the 
meeting. Afterwards the directors evaluate the 
proceedings of the evening. 
Motivation for the Use of Community Drama 
The directors decided to employ community drama as 
they felt that it would be a practical way of show-
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ing the committee members how much they had interna-
lised during the course. The course was too short 
to allow for enough time to discuss their individual 
problems with their management functioning and, 
therefore, it was hoped that the community drama 
would provide an outlet in this direction. 
The directors further arranged that a video recording 
be made of the drama.· The benefit would then be 
twofold : 
1. By replaying it to the group, they.would benefit 
by seeing themselves in action; 
2. It was also envisaged that the committee members 
could show these recordings at their PTA meetings 
thus extending their knowledge to the other 
people as well. 
The Community Drama 
The proceedings of the evening were delayed by 
thirty minutes as the group had to wait on the people 
from Hout Bay, who experienced difficulties with 
their transport. I helped the man from the video 
resource centre to put up his equipment and explained 
the cause of the delay to the group. By 8.10 p.m. 
I could not wait any longer and we decided to com-
mence with the programme. The treasurer took the 
chair as both the chairman and secretary were still 
absent. The awaited group turned up at the end of 
this meeting, just in time for the election of the 
new officials. 
Preparation for the Drama 
During the course we often m~de use of tasks, i.e. 
written pre-prepared questionnaires were handed out 
for the groups to explore. In these sessions the 
members carried out their tasks successfully, with-
out them asking for much further explanation. I 
tried to stimulate community drama the same way on 
the last session of the course and hoped that the 
members would be able to develop a dramatic presenta-
tion of their ideas, after handing them some task 
sheets. The prescribed problems were similar to 
those issues they experienced in their office of ser-
vice and similar to the topics we covered during the 
course. 
The group of 20 was subdivided into two equal groups 
and each group was handed one task sh€et. On it, 
a hypothetical case was described, relating directly 
to the problems they experienced in their management 
committee meetings. These sheets also included the 
characteristics of the characters each participant 
had to portray. 
The first group was asked to portray a creche manage~ 
ment committee where all the usual problems and 
conflicts occurred. The second group was also 
provided with the information the first group 
received and was asked to prepare an 'answer' to the 
first act. While the 'problematic' group prepared 
their performance, the second group prepared their 
'dramatic answer' which was to follow as soon as the 
first group had finished. They had to observe 
the first group closely and adapt their answer to 
their observations, thus providing alternatives to 
the 'problems' portrayed. 
The task sheet of Group B read as follows - : 
You are all members of a Creche Management Committee. 
'A I I . 0 f you h a v e s p e c i f i c r 0 I est 0 p I a y wit h i n 
this committee. The committee is not functioning 
very well because 
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1. The Management Meetings areunorganised; 
2. The officials do not know what is expected of 
them in their roles and as a result there is 
tremendous confusion in the meetings; 
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3. There is bad communication between the Management 
and the PTA and the latter feel that' they~ are only 
used as fundraisers. Their feelings are not 
taken ,into account; 
4. The teacher complains that she receives no support 
from the management committee and they rely on 
her to do all the work; 
5. There are no staff meetings at the school, with 
the result that staff problems create conflict 
and suspicion; 
6 . The two outside agencies, who 
committee, are at loggerheads 
is that the committee is torn 
loyalties. 
are advising the 
and the result 
between two 
Task: Divide your group so that you all have a role 
to play. Decide among yourselves who is gOing to 
be 
1. Chairman 
2. Secretary 
3. Treasurer 
4. Teacher 
5. Worker from one agency 
6. Worker from another agency 
7. Other members 
8. PTA Chairman 
9. Narrator. 
With the above mentioned. in mind, sho.w us what happens 
with this management. 
On the sheet, space was then left for the suggestions' 
and then for the action decided upon. 
Discussion of the T~sk Sheets 
Each group received one task sheet and this caused 
much confusion, they could not decide who should 
read the instructions, whether they should pass it 
around, and how they would carry out the task. 
They certainly were quite familiar with the situations 
but did not seem to be able to carry out the request 
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for enactment.· We noticed their ambivalence and 
continually encouraged them to understand the issues. 
Because of the limited time, the directors decided 
to move into the performance phase, with the parti-
Cipants still uncertain regarding their roles they 
had to portray. The 'bad' committee had the most 
difficulty and could not understand why they should 
show how bad things can go when they have attended 
the course with the purpose of improving on their 
.roles! 
The Performance 
The first roleplay resulted in a dialogue between 
the actors. The only person who managed to drama-
tise some of their feelings was a lady who had had 
previous experiences in community drama. 
The second group knew that they had to reply to what 
they were watching, with the result that they observed 
attentively. I also noticed that they met inform-
ally, to discuss and prepare their presentation. 
Remarks of agreement and disagreement further typi-
fied their participation. 
The first group's performance reached a climax and 
I terminated their presentation through an applause. 
The second group joined in and then the two groups 
changed roles. The second group was far more 
excited about portraying their feelings and eagerly 
arranged themselves on stage. During their 
performance, they tried .to correct the mistakes 
the first group made, and portrayed the alternatives 
for Management Committee functioning. 
With the second roleplay, there was ·again ver·y little 
dramatic action involved and their presentation con- . 
sisted of a formal management committee meeting. 
They tried their best to make a proper- job of it. 
but the 'chairman' struggled in his role and had to 
be assisted by the narrator. 
I terminated their presentation in the same way as 
the first performance and ask;ed the groups to get 
together to discuss the performance. The two chair-
. men acted as the mediators for their respective 
groups and I allowed them to carryon with the dis-
cussions by themselves. 
The Discussion 
I informed the participants about the discussion and 
asked them whether they would like to me~t in two 
separate groups to discuss the outcome of the play. 
They preferred not to do this. The general feeling 
was that they did not want to miss out on any of the 
comments made by the other members. . I think that 
they were scared that somebody might have said 
something against them without them being present 
to defend themselves. 
The groups struggled at first to discuss relevant 
issues with the discussion slowly gaining momentum. 
Later on virtually all the members participated and 
raised pertinent, often delicate, issues concerning 
the functioning of the management committees of their 
own cr~ches. The discussion was extraordinarily intense, 
everybody was closely absorbed and had we had the 
time, the discussion coold easily tave been prOlonged 
till late. Unfortunately, the discussion had to 
be terminated for the hostesses were ready to serve 
the meal that they had prepared for the evening. 
Video Recording 
The video recording that was made of their performances 
was replayed during the tea break and the members 
eagerly observed their own action on television. 
They were totally unfamiliar to the idea oftbeir being 
on television., were not inhibited at all. 
Evaluation 
1. This community drama took place at the end of 
the course and the members .had all been exposed 
to a period of intensive training. They were 
the ideal group to be used for community drama. 
There was a sense of group identity and group 
solidarity among the members. They also shared 
the same needs and ideas. 
2. The performance did not impress dramatically but 
it was successful in the sense that it motivated 
the audience to discuss their individual problems. 
In this case, it would be presumptious to think 
that it is only community drama that could stir 
this kind or-aftion. In fact~ a powerful speech 
or any other activity might have had the same 
effect. 
3. However. it is interesting that, although the 
dramatic quality of the performance was virtually 
nil. it did capture the attention of the audience 
and stimulated the group to participate in an 
. intense discussion. This roleplay, although 
limited, had the desired effect of any other 
community drama and no 'better' dramatic produc-
tion could have improved on the quality of dia-
logue that was achieved. 
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4. The idea of putting the tasks on the sheets did 
not work, espeCially not the way it was presented. 
The groups were confused as to who should read' 
the information on the task sheets. The groups 
were too large and the one sheet of paper was 
insufficient. Moreover, the tasks suggested 
to the groups all the problems and issues that 
they were supposed to have brought forward them-
selves. 
The groups experienced difficulty in their inter-
pretation of the tasks. With only one tasksheet 
per group, they did not know how to share the 
information and we had to assist them continuously 
in helping them to onderstand what was e*pected 
of them. These issues correlated closely with 
their own feelings (as perceived throughout the 
course), but without their coming to the aware-
ness themselves, they did not identify with the 
situation or the characters as described on the 
tasksheets. They might have recognised themselves 
in the said situation, but lacked motivation to 
enact the behaviour. Although these descriptions 
were carefully selected. and corresponded with 
the ideas of the participants, the problems on 
the sheets rem~ined 'somebody else's and were 
not sufficient to motivate spontaneous drama-
tisation. 
5. If the two directors acted as the discussion 
leaders, discussing the task step-by-step, all 
the phases might have been covered and then they 
probably would not have had so much difficulty 
in portraying these characters in. the very known 
situation. In this experiment I realised once 
again how important it is to go through all the 
necessary steps when community drama is envisaged. 
All the variables were favourable and the fault lay 
in this area. 
6. The first performance was largely 'saved' by the 
one member who had been involved in community 
drama previously. Fortunately the others did 
not know this, otherwise they ~ould have felt 
inhibited. 
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7. The playback technique worked very well. During 
their initial discussion, the second group had the 
opport1:lnity 6fgett.ing together first to plan 
and then, during the performance of the first 
group, they could observe and watch while the 
others performed. The first group had to start 
and the second group found it much easier because 
they had the chance _of preparing themsel ves whi Ie 
the others were struggling. 
B.· Community drama· certainly served its purpose with 
this exp~riment - it showed the truth about a 
common community issue. This was evident when 
the second group tried to portray the 'good ' 
meeting. Although they had time to prepare them~ 
selves for the task, the chairman was still not 
in a position to carry out the role successfully. 
I was a bit disappOinted at the time but later 
realised that it was actually a very positive 
incident .. The problems experienced at cr~che 
management meetings are felt by most of the members 
who were present. The course was too short to 
ensure thorough learning. During the presenta-
tion, while they had difficulty in 'doing it the· 
right way', they could see a realistic situation. 
This should motivate them to continue with their 
educatioo and to work continually on the improve-
ment of their managements. (Van Biljon. Case 
Study, 19BOb, I-B). 
2.4.3 . Community Drama with Girls 
The last case study is a record of an experiment carried 
out by the author at the St. George's Home for Girls. 
The author regards it as the most complete record of the 
proceedings with a community drama and wishes to express 
his thanks to the social worker and the principal of the 
Home for allowing him to carry out the experiment and 
assisting him with their co~operation. The experiment 
was preceded by a discussion with the social worker at 
the home, Robyn Riddle, earlier that year. when the 
author investigated the possibility of using community 
drama at the institution. During this planning stage, 
they could not agree on a suitable date with the result 
that the 'performance was postponed. 
Community Drama at St. George's Home for Girls 
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I came to know the principal of the children's home 
through my contact with one of the girls, whose 
parents were under my care as a statutory caseworker. 
As a result of the problems we had with the girl, 
I had several discussions with her and the social 
worker at the Home. I saw the Home to be an ideal 
opportunity for using the medium of community drama 
as it has the attributes of a closed community. 
I also knew the resident social worker who attended 
a workshop on community theatre. We discussed the 
possibility of employing the medium at the Home and 
evaluated the topics in which drama could be employed. 
This first experiment did not materialise as there 
. was no guarantee that there would be adequate time 
for the employment of all the phases. 
During the school holidays I contacted the social 
worker again and we arranged to include the experiment 
in the informal holiday programme that she had 
organised for the residents. 
Preparation for the Community Drama 
The initial arrangements for the community drama 
were made telephonically and I explained the follow-
ing to the social worker 
In terms of the time needed for the programme, I 
required -
9.30 ~ 9.45 for the discussion with the principal 
and other authority figures 
9.45 - 10.30 to prepare the 'actors' for their 
performances 
10.30 - 11.00 this time would be needed for the 
performance' 
11.00 - 12.00 was the time envisaged to have the 
discussions. 
She mentioned that the girls were concerned about 
their future -and felt insecure in terms of their 
rights as residents of the Home. This feeling 
was sparked off by one of the girls who was trans-
ferred and they were scared that they would have to 
leave as well if they misbehaved. They were keen 
to leave the Home, but the outside world was un-
familiar to them and, as a result, they were scared 
of an uncertain future. Most of the girls ha~e a 
low educational standard and the employment situation 
posed further threats. 
I asked her to discuss the issue with the principal 
and if possible the other house mothers so that they 
would be prepared to attend the performance and the 
discussions I envisaged holding. I also stressed 
the fact that she was not to mention the word 'drama' 
or 'theatre ' to anybody. She followed my advice 
and the programme was advertised on the Home's 
noticebaord as 'Archie's Programme'. She also had 
to allocate a group of 6 - 8 girls who could be the 
I actors' . . 
Discussion with the Social Worker 
When I arrived at the Home, I discussed the programme 
with Robyn (the social worker). She told me that 
she had tried to keep the girls busy during the 
holiday period, and a fully organised programme was 
envisaged for the longer holidays. All the girls 
were not in the Home at the time, as some were out 
durinq the holidays. She experienced difficulty in 
communicatihgwith them as they had difficulty in_ verbalising 
their needs.· . 
As a possible theme for the community drama she 
s u g g est edt hat the g i r 1 s mig h t be i n t ere s ted in ta 1 kin g 
about their future plans. She provided the names 
of eight girls whose ages varied between 14 and 17 
years. They were reasonably close friends as they 
all represented the older group of girls in the Home. 
I requested a private venue to work with these 
adolescents and Robyn was at first confused as she 
was under the impression that I would start with the 
preparation in the same venue as envisaged (was 
envisaged) for the performance. ·1 explained that 
I would require a room with enough space to improvise, 
but small enough to foster a close gfoup feeling. 
We then arranged that I would make use of the 
adjacent office for the preparation and that the 
performance would take place in the lounge.which is 
regularly used by the residents for relaxing, to play 
games and watch television. 
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Discussion with the Principal 
The principal of the Home joined in the discussion 
and I briefly explained to her the methodology to 
be employed. Mrs. Cedras (the principal) was very 
keen and interested in the idea arid suggested, as 
a possibility for the theme. the girls' relationship 
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with the opposite sex. She explained that the girls 
are concerned about their relationships with their 
boyfriends and they were often confused as to "how 
far they could allow them to go". She explained: 
"the girls approached me with this problem and as 
I am often involved with other chores, I miss out 
on an opportunity to discuss it thoroughly". 
Preparation with the 'Actors' 
I left the discussion and waited for the group in 
the office that was allocated for the preparation 
phase of the community drama. Robyn called for the 
girls and they entered the room singly. We waited 
for about five minutes and I only started once they 
we~e all seated. I introduced myself and mentioned 
that the purpose for my discussion would become clearer 
as we proceed with the programme. I asked them their 
names and then I asked them about the school activities 
and life in the Home. I then introduced the idea 
of their future and asked them whether they knew what 
they were going to do once they had to leave the 
security of the Home. Generally there was not much 
response and I realised that there was complete 
uncertainty regarding this topic. 
I decided to change the subject and asked whether 
anyone had a boyfriend. This question was met with 
giggles from most of the grou~ members and the group 
pointed to the girl who told us about her boyfriend 
in Port Elizabeth. During the discussion that 
followed, the group suggested that it was important 
to get to know several guys before making the final 
choice. I then asked the group,"If you tan select 
one issue that you would like to talk to me about, 
what would your choice be?". Onhearing this there 
was some confusion and I realised that the two topics 
appealed to the two sub-groups that were formed 
already. I continued,"Okay, if you would like we 
can form two groups, the one group can meet in this 
corner and the other group can meet on the other 
. side of the room". The girls moved into two circles. 
I explained that their discussions had to be recorded 
by one of their group members and one person would 
have to report on a summary of the outcome of their 
discussions. 
The groups started their discussions hesitantly. 
I assisted them to turn their chairs in such a way 
that they could see each other. Their whispering 
gradually made way for a louder discussion and 
after about ten minutes I noticed that they had 
quietened down. and were looking expectantly in my 
direct i on. They were re ady for the report bac k. 
I asked them to remain seated in their small circles, 
only to turn their chairs to form a bigger circle. 
The 'future' group did not have much of a report-back 
and merely listed the kind of occupations they can 
go into once they have completed their education. 
I realised that this idea would not be feasible for 
dramatisation as their future was like a dark cloud. 
Before they could dramatise it, they would need more. 
guidance and training as regards the variables 
associated with the topic. 
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The second groupfesponded actively and their reporter 
provided us with a detailed description of their dis-
cussion. She stressed the importance for a girl 
to be s e lee t i vel n her c hoi ceo f bo y f r len d s . I co u I d 
foresee the advantages In enacting this subject as 
most of the members were involved and concerned with 
the issue. I continued to probe and asked more 
questions. I noticed that the reporter's body 
language changed from being reserved and. without 
her realising it, she started to act out her narra-
tion. When I was satisfied that they had a clear 
picture of the theme, I asked the narrator to demon-
strate her narrations. She replied,"Oo you want 
me to act?" and my reply was,"Yes. show us what you 
have just described to the group". 
Her immediate reaction was that of slight embarrass-
ment, but once she gathered her thoughts, she was 
all keen. I asked the second group whether they 
wanted to join but they preferred to observe. The 
reporter of the first group spontaneously assumed 
the role of group organiser and started to allocate 
roles to the girls. I suggested that one girl act 
£Cou I d pretend] as the boyfriend; . she was at first 
reluctant to assume this role. but eventually made 
an attempt to portray this boy. After some rehears-
ing, they deCided that another girl would act in this 
r 0 I e and the g i r I I had a p poi n ted 0 pte d .0 u t • 
After they had shown me their play. I asked them 
whether they would like to do the performance with 
the other reSidents watching them~ Again their first 
reaction was that of embarrassment. To overcome 
their ambivalent feelings, I arranged: "Okay, you 
decide on it while I leave the room. See how you 
want to do the pI ay; if you want to do it in front. 
of others, we can arrange it, otherwise you do not 
have to if you do not feel confident about it. 1111 
be back in 10 minutes, then you can show me what 
. you ha ve dec i ded 1/ • 
With this last remark, I left the room, closed the 
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door and discussed the situation with the social worker 
over a cup of tea. We decided that We would give 
them time to prepare themselves and only if they felt 
ready for the performance we would gather the other 
girls to watch the performance. 
I entered the group after about 15 minutes and found 
them to be all keen and ready for the performance. 
I told the narrator that I would like the audience 
to participate with discussions after their perform-
ance and asked her whether she would be able to 
divide them into smaller groups for discussion 
purposes. She approved of this idea and seemed to 
be qu i te keen about the PTospect of orgim Istng' the 
audience. The social worker gathered the other 
girls and we took our seats with the principal and 
houseparents in the back row of the lounge . 
. Performance 
I was disappointed at the first sight of the audience 
as it consisted only of some 15 girls, all much 
younger than the actors. The 'actors' were at 
first reluctant to appear 'on stage' and gathered 
at the entrance of the lounge nervously exchanging 
ideas about the performance. Eventually the 
narrator persuaded them to enter and proceeded by 
introducing the 'actors' to the audience. She 
referred to each girl ind i vidually and expl a ined to 
the audience the role that she was to portray in the 
drama. 
The stage consisted of the front section of the 
lounge. On stage there were four easy chairs, a 
small coffee table and enough space to allow for free 
improvisation. These props allowed the 'actors' 
to improvise without being in the way of their 
dramatisation. 
The drama did not consist of any formally separated 
scenes and basically the performance took place in 
one act, with the narrator interpreting the story 
vaguely before the play commenced. The storyline 
was as follows: A girl (1) meets a boy that she has 
a liking for and he asks her to accompany him to a 
disco. Present at this dance is the girlfriend (2) 
of girl (1). The boy fetches the girl (I} at her 
parents' house where he is introduced to the father, 
mother and grandparents. They ask him some general 
Questions and he does not make a favourable impres-
sion because of his unstable ways. 
The couple leaves for the disco where they start 
dancing. After.they have left, the family meets 
again to discuss the reasons for their dislike of 
the boyfriend (1). At the disco, the boyfriend asks 
the girl (1) to have sex with him. He tells her 
that he loves her and argues that if she loves him 
too she would show it by allowing him to sleep with 
her .. The girl refuses and tells him to leave her 
alone saying that 'rsh~ is not that type of girl". 
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Girl (2) is also at the disco and when this boy propo-
sitions her soon after, she goes along with him Quite 
readily as she feels she has to show her liking for 
him in this way. 
At the disco, girl (I) meets another friend who shows 
better manners and eventually she introduces him at 
home too. This chap receives a better welcome as 
it turns out that he is a much better proposition 
as a stable boyfriend. He is hard working, God-
fearing and everything else that is good and proper. 
The fact that his father is a minister of religion 
completely tips the scales in his favour. Their 
performance terminates once the family has completed 
their discussion on the new boyfriend. 
The Audience Involvement 
Throughout the performance the audience was very keen 
and interested in what was being portrayed. They 
laughed at some of the lines and generally seemed 
to have understood the message. At the completion 
of the performance, the narrator confidently divided 
them into smaller groups and explained to them the 
procedure of the discussions. The 'actors' did 
not participate in these discussions and the principal, 
housemothers and I also gathered in our own group 
to discuss the play. 
The report back from the audience did not bring much 
reaction and generally was vestricted 
on the story line. Once the three reporters had 
done their bit, I asked the principal if she would 
like to contribute as well. She moved to the front 
and emphaSised the message of the play. 
Group Discussion with Principal, .Housemothers 
and Social Worker 
I met privately with the principal, the housemothers 
and the social worker afterwards .arid in our discus-
sion they mentioned the following: the girls portrayed 
their honest feelings quite openly. They showed 
that they hold healthy values and, although they were 
all part of a children's Home, they depicted the ideal 
home situation with parents and grandparents. 
Generally, they were taken by surprise that the 
participants acted the way they did, as they thought 
they would have been inhibited. 
The principal felt ,becquse the message of the play came 
over strongly. To her the girls effectively drama-
tised that they realised that they would not be 
ostracised for upholding their moral values and that 
there are alternative friends with better values 
available. She also felt that they showed what they 
had been taught in the Home as she and her husband 
always encoura ged the girls to introduce their part-
ners to them, stressing the importance of selecting 
friends carefully. 
The general feeling was that the drama was very 
valuable as it proposed a certain set of values" 
which the girls might be more prepared to uphold in 
future. They decided on these values themsel·ves; 
they q:presented' them tothe others spontaneous ly and, 
therefore, they aVOided the idea being imposed by 
the principal. Through talking openly on a delicate 
subject, it also had therapeutic value .. 
The principal commented that the drama showed the 
way for further follow-up work. In h~r discussions 
the drama could serve as a helpful base to refer to, 
when talking with the girls about this topiC. They 
felt that the girls who were away on holiday had 
missed out on an important event. especially as the 
medium allowed for maximum participation. 
Evaluation with the Social Worker 
After the group meeting, I evaluated the proceedings 
with the SOCial worker and an edited version of our 
conversation reads as follows: A refers to me and 
B refers to the social worker: 
A .. Robyn. now that you've seen the community drama, 
how do you feel about it? 
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B I must say that I feel very positive about it 
now. As you know, I am not a person madly 
interested in drama and theatre, and therefore 
I was very suspicious of the medium. 
A Have you changed your mind then? 
B Yes. I was very sceptical that the girls might 
not be able to act out their feelings in front 
of the other residents. I observed their be-
haviour and responses in the couple of group 
meetings that I had with them and I must admit 
they were pretty passive. I ~ad very little 
response from them. 
A I was a little bit surprised myself to see them 
portraying their roles realistically and without 
any inhibitions. 
B Although I feel more confident about the use 
of the medium, I am still not sure how you managed 
to get them to put together their show in 45 
minutes. I mean, you did not know them from 
Adam, you did not know the conditions in the 
Home and yet you persuaded them to do something 
that they would otherwise be very reluctant . 
to do. How is that possible? 
A Very simple. I followed a sequence of steps. 
Firstly, when I met them and talked about their 
interests, I had, at the same time, in the back 
of my mind, a good idea of what they would 
like to talk about .. I focussed on these.common 
issues and I divided them into smaller groups 
for discussion purposes. 
8 Can you explain to me why you did that? 
A Robyn, I felt. thG('t~ the small groups L-vere 
excellent because they all~w the members the 
freedom to discuss issues in their own time. 
At the initial stage of the discussion, they 
were still very much inhibited and through this 
discussion they started to warm up. Simul-
taneously, they also learned how to employ the 
method and this gave the narrator the lead and 
,enabled her to organise the post-play discussions. 
B You talk about the narrator, what do you mean 
by that? . 
A I call the narrator the person who takes the 
lead in the play. In this case the narrator 
showed herself naturally already when her sub-
group gave their report in the pre-performance 
discussion. She assumed a leading role all 
through the preparation phase. 
B I think that .it might be easier for me to employ 
the medium as I know the girls so well. 
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A No, itis crucial, even although you might know 
the participants, never to assume that they 
v will dramatise an issue spontaneously. You 
will always have to start where they are. 
Ensure that they are keen and interested in the 
subject. Then encourage them to dramatise the 
basic story amongst themselves and only then 
can it be suggested that they do it in front 
of others. 
B In the performance they did not mention their 
uneertainty about the future. What happened 
to that idea~ 
A I realised at the report back, in the initial 
discussion, that they needed far more insight 
and information on this specific topiC. They 
were just not ready for it and I decided to 
leave it right there. I think that this very 
fact could give you an indication of their con-
fusion regardirig their future, and if you could 
follow it up, it will be to their advantage. 
Once~after a training programme where they have 
learnt about the job interview, how to approach 
somebody if you look for board and lodging and 
so on, they will be in a position to enact it. 
B When did they decide to enact in front of the 
bigger audience? 
A After I had observed their play. In fact, I 
made a grave mistake myself when I asked one of 
the girls to portray the role of the boy. 
She was not keen to do so, and eventually some-
body else portrayed that role. At that moment 
I realised, once again. that 1 had to withholdmy 
contributions. I decided to leave them to do 
their own thing. 
B When you came for the cup of tea we were both 
dubiOUS whether they would actually show the 
courage to carry through. We were already seated. 
when I still had my doubts~ I was also surprised 
that you'were not in front, trying to help them 
to sort out their ideas. I mean, you sat 
calmly next to me and allowed them to carryon 
all by themselves. 
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A Exactly. You see, I have come to accept the fact 
that t~e group can be trusted completely. once 
~ they have reached the stage where they are 
motivated to communicate their message to the 
audience. They take some time to get over the 
first shock of appearing on stage. Once this 
fear has been overcome. they tend to be spontaneous 
and uninhibited. 
B The n a r rat 0 r did a 1 at tog e t the ball r 01 1 i n g. Do you 
know that she is actually studying to be a 
teacher? She has more confidence than the others 
and that might have helped her in the way she 
carried out her role. I noticed that she 
whispered the lines to the other actors who were 
inclined to forget their lines. 
A The girl that pleasantly surprised me was the 
B 
one- portray i ng the 'ouma 1 • Do you know that 
she was very shy about contributing whilst practising 
in my presence? At first she was not even 
gOing to participate,and on stage she was most 
popular with the audience, as her lines drew 
much laughter and reaction~ 
I can app~eciate that she was reserved in your 
discussion for we know her to be like that. 
It was a valuable experience for her to partici-
pate in the play and helped her to gain confidence. 
A I was generally very pleased with their performance. 
The play held the same message as the one they 
originally discussed in my presence. however, 
they really turned the idea into a spontaneous 
enactment that was varied, entertaining and 
very stimulating. 
B It is a pity that all the girls were not there 
as I think that they really missed out on some-
thing quite interesting. The young ones did 
benefit as before long they will also be 
teenag.ers. 
A If we had a different audience we would have ha~ 
much more discussions. With other experiments 
I observed that the participants tend to be shy 
and may resort· to ideas that they know would be 
acceptable with the audience. Through an on-
gOing discussion they eventually share views that 
might otherwise be taboo. A healthy situation 
ca~ then develop whereby the group moves beyond 
the superficial, and discusses these issues that 
are otherwise never talked about. If our 
audience were on the same level as the 'actors', 
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I presume that the same could have happened. 
They enacted what they knew would be 'acceptable' 
With ongoing discussions hidden doubts and feel-
ings are verbalised. 
B I noticed that you were flexible with the 
arrangement of your allocation of time. 
A Yes, but I must admit, to me it felt as if things 
were going too slowly. I really had to disci-
pline .myself as I knew that the Home has its 
own routine and anyway, there was enough time 
al16cated for extensive discussions. 
Conclusion 
One week after the programme I made contact with the 
social worker in order to discover what response the 
girls had to the event. She said: lithe girls were 
very happy about having been involved, and that after-
noon even approached me to ask whether you would be 
coming again to work with them in this way. They were 
very disappointed to hear that you would not be coming: 
It seemed to playa meaningful part in their lives as 
they seemed much less apathetic for the rest of the 
day and the following day - quite a treat ·for teen-
agersl/. 
This.case study proved to some extent that community 
drama is an effective communication medium. The fact 
. is that working with adolescents, encouraging them to 
communicate, is always difficult but with this medium 
they were able to put their message across to the 
audience as well as to strengthen it in their own minds 
(Van Biljon, Case Study. 1981b, i-xviii). 
CHAPTER 3 82 
THE ENABLER - AGENT FOR COMMUNITY DRAMA 
3.1 DRAMA AND THEATRE IN COMMUNITY SOCIAL WORK 
The author is under the impression that social workers 
are generally none too keen to experiment with drama and 
theatre within the. context of community social work. 
~his notion was reinforced at a workshop organised by 
the Society for Social Workers on Community Theatre held 
at the Early l~arning Centre, Athlone, on 26 July 1980. 
Here the author gained the impression that social workers 
underestimated the value of roleplaying and were 
generally ignorant of the value and use of sociodramatic 
techniques. 
At this workshop, community theatre and community drama 
were introduced to a variety of social workers, students. 
and professionals in other related disciplines, and. to 
most of the participants, the ideas were either new'or 
not well known and thus received a mixed response. Here 
it became clear that the social workers' interest, train-
ing background, and experiences were the main pOinters 
which determined particular attitudes. The author observed 
that, although there,were several people e~pressing their 
interest in the medium at the workshop. not many actually 
went on to experiment with it within the context of their 
own work. 
"" 
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The author maintains that persons interested in the theatre, 
and with some experience of drama, would be more likely 
to employ the method. At Cafda, various social workers 
were exposed to the medium, yet in the course of discus-
sions they expressed lack of interest in traditional 
theatre and drama as the main reason for their ambivalence 
towards the medium. The author ascribes his own involve-
ment with community drama partly to his personal interest 
and experience in traditional theatre and drama. 
Although an understanding and knowledge of traditional 
theatre, drama techniques, or theatre training might 
serve as a stimulator for the social worker to participate 
in the medium. it could also serve as a hindrance .. Kidd 
and Byram explain: "Extension workers and participants 
get fascinated with the medium and tend to forget its 
social change objectives. This often results .in a dis-
proportionate emphasis on theatre as a product, rather 
than theatre as a tool for social transformation" (1978, 
175). 
Interest in the theatre and drama may precipitate involve-
ment with the medium, but the author believes that this 
specific interest is not essential for effective employ-
ment of community drama in community social work. In 
community drama, the form the play takes depends on the 
quality of interaction amongst the 'actors'. Social 
workers are trained and generally equipped to enhance 
the quality of interaction that is essential in the 
introduction and preparation phase. For this reason, 
the author believes that it is within the reach of social 
workers to employ the method and, with the necessary 
added knowledge about the specific characteristics of 
community drama, such employment of the medium should 
merely be seen as an extension of their kn·owledge on group V 
dynamics. 
Another possi~ility for the facilitation of community drama 
--- could result from the collaboration of social worker and 
theatre person (drama teacher, actor, or director). 
Social workers might lack the artistic skills and tech-
nical background of the artist while the artist may be 
ill-equipped to channel the motivation aroused through 
the theatre. The author discussed this ideal with drama 
teacher Nadia Razis and it was agreed that a prerequisite 
for such teamwork would be a thorough understanding by 
bot h P ar tie s 0 f the o. b j e c t i ve s 0 f the me diu m . The author 
has not been involved in a project of this nature and he 
rega rd s t his teamwork idea a s promising for fu rt her re sea rch. 
At the drama of Peter Speyer (see 2.2.2), the enabler ful-
filled both roles (social worker and artistic director) 
and his experiment proved to be highly effective :-
1. During 1980 and 1981 the author held several informal 
discussions with Nadia Razis which proved to be most 
helpful and encouraging. 
The pia y the y :i per for m e d c e n t red a r 0 u n d the his tor y 
of the men involved in the theatre. They were all 
from the same farming community where they laboured 
on the potato farms. The play started with the 
narrator making an introduction. He introduced 
the actors and gave a background of what the audience 
could expect. The life on the farms was depicted 
and in this subtle way, the mistreatment of the 
workers was, in fact, exaggerated. The audience 
was forced to re-examine their own history and areas 
in their everday life where they simply accept the 
injustices of society without any form of rebellion. 
The acting was mainly done through the process of 
miming, thus re-emphasisingthe "great silence" 
that surounds the plight of the workers in the 
farming communities. The scenes were alternated 
by various songs, the whole group participated in 
the singtng, but otherwise the narrator was the 
only person who communicated verbally with the 
audience. He was the key figure. in the play in 
that he portrayed several roles: the farmer, the 
foreman and an ordinary worker. This was done in 
a very effective manner as he portrayed his role 
skilfully and very realistically. This was possible 
because of the training they had received prior to 
the performance (Van Biljon, Case Study, 1978c, I). 
Louis Miller (1976, 240-246) provides an interesting 
example of original community drama and community social 
action theatre and discusses in his article "Theatre and 
Community: 'The tent of Joseph'lI how teamwork was imple-
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~ mented in this Israeli experiment. This teamwork approach 
was favoured by city service officials who were concerned 
with community organisation, general cultural activities, 
and youth theatre. He emphasises in his article that 
"they accepted the above two principles and the technical 
corollary that two professionals should be employed part-
time as a team to implement or promot~.·them - a director 
of d ram a and com m u nit y 0 r g ani s e r II (l 97 6, 2 4 0 )" . 
3.2 INTRODUCING COMMUNITY DRAMA TO THE ENABLER 
( On the basis of the author's experience he believes that 
~ ... the introduction of the enabler to the medium of community t drama is a crucial step. He anticipates that the way 
~he medium is introduced will be even more important for 
the person without any-interest in traditional theatre 
than it will be for the person who already has an affinity 
with theatre and drama. The author has observed that this 
first introduction could very well determine his future 
attitude to the medium. If it is introduced awkwardly, 
resistance might be provoked. From the author's prac-
tical experience he proposes the following painters for 
- .OJ 
the use of the introducer :-
1.· The introduction should be clear and objective and 
the terminology used must be known to the potential 
enabler.· Community drama is a very practical medium 
and the uninitiated could easily be overwhelmed 
should it be perceived as thighly theoretical l • 
2. The introducer must anticipate that the potential 
enabler might confuse community drama with other forms 
of theatre and drama when the term is first expounded. 
The introvert may shy away from it immediately, while 
the extrovert may be more likely to show a positive 
reaction. 
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The new enabler should be encouraged to express pos-
sible doubts and fears. To many this may appear as 
a medium which threatens their usual way of operating. 
For this reason, the ideas raised at the introduction 
may have to be repeated to ensure that all doubts 
h a ve bee n c I a r i fie d .) 
r 
4. As long as the basic aim of community drama is under-
stood, the potential enabler can be informed about 
otherrele-vant aspects at a later stage. The medium 
is simple, yet its various facets need to be explored 
and to do that in one session is not advisable. 
5. It is imperative for the introducer to be confident 
and experienced in the use of the medium within the 
kind of community where the potential enabler is 
expected to use it. Community drama, being a prac-
tical medium, requires participation and experimenta-
tion before a person can introduce it adequately to 
anew enabler. 
6. The idea of community drama, when introduced, is most 
likely to be treated as something new and foreign, 
something that still has to be proved. The enabler's 
first practical involvement would. therefore, be 
crucial in determining future attitudes towards the 
use of the medium. 
The appropriateness of an adequate introduction prior 
to employment of the medium is aptly illustrated in the 
following extract from a case study :-
One of the reasons for his success could be attri-
buted to the fact that he had been adequately introduced 
to the use of the medium. With the other students 
he received an introduction to the use of theatre 
. and drama in community social work programmes at the 
University of Cape Town as part of the Honours 
course in community social work. At Cafda the 
medium was discussed and ·he was guided to internalise 
the new concepts. Mr. Atmore had a thorough under-
standing of the use of the medium whilst knowing 
the essential variables that he had t6 antiCipate. 
He introduced the idea at the appropriate time to 
a proper target group and thus, through control of 
the two variables of method and medium, he avoided 
an unnecessary trial and error period (Van Biljon, 
Case Study, 1979a, 3). 
GUIDELINES TO THE NEW ENABLER 
Besides the pOinters proposed for the person introducing 
the idea of community drama to the potential enabler, 
the author now offers some further guidelines to the 
newly initiated in preparation for the first experiment 
in community drama. These directing principles are 
based on the author's own experiences and may serve as 
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a practical check list to avoid the frustration which might 
set in, should the efforts fail to shOW the desired results. 
1. Do not 'rush outl to try this 'new toy'. Treat the 
idea with the necessary respect and equip yourself 
with knowledge regarding all its variables. 
2. The introducer maYi as a result of his experience, 
treat some terms casually while,to you, they ~ay be 
startlingly new and confusing. 
to ask. 
3. Try to acquaint yourself with the 
Do not be too shy 
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resultsof the experiments of other en~blers. Relevant 
literature may also serve to provide a 'second opinion' 
which could lead to further clarity and an objective 
impressio~ of the medium. In this way, the attri-
butes as well as the limitations of the medium will 
certainly show up. 
4. Do not try to be too adventurous when utilising 
community drama for the first time. Examine the 
groups and issues you are concerned with carefully 
and then decide on the target group with whom the 
medium of community drama will most likely stand a 
chance of succeeding. The new enabler might be 
tempted to select topical issues but if they are of 
a highly sensitive nature or dangerous to attempt to 
work on, e.g. 'political' themes. the author suggests 
that they be kept in abeyance until such time as 
the enabler is confident and fully experienced in the 
use of the medium. 
~communitY drama contributes to the enrichment 
of the culture of the community and it is not neces-
sarily built on generalised myths regarding cultural 
norms of specific groups. It is imperative for the 
enabler to be freed from any previous notions on 
ethnic stereotypes regarding the group's characteris-
tics and'to be sensitive to what the participants 
--_ .. -,----.--
themselves have to tell. 
---.-.-~------
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~ Keep a record of all your actions, ideas and feelings. ~j 
This information wi 11 be most useful. in evaluating 
the performance and is essential to build a knowledge 
base that ~an show the direction for continuous 
growth and employment. 
7. Finally, it is important to bear in mind that every 
community drama presents a unique experience. 
Clarity on its composition and implications are 
imperative, but there will always be a risk involved 
in employing the medium. (The enabler has to maintain 
presence of mind and allow the group the freedom of 
choice even if the medium develops in a direction 
unforeseen at the outset. 
The following extract from a case study2 shows a situation 
where the enabler was not familiar with all the important 
2 • Are vis e d ed it ion 0 f t his cas est u d y, en tit 1 e d 
liThe Use of Community Theatre for Introducing 
Innovations in a Community" by Miss A. Droomer, 
Mr. A. van Biljon, and Mr. B. Taliep, appears 
in Ferrinho, 1979. 
variables before introducing it to the community. In the 
case study the"author and Miss A. Droomer~ a social work 
student at Cafda, were asked to partiCipate in the imple-
mentation of community drama with a community-based group 
of health auxiliaries in the Montcreef Farm Squatter 
community {see 2.3.1} 
V~fi BIljoh: I can remember how it all started, gOing 
~ight back to when the hea.lth worker 
approached us about the health auxiliaries 
who wanted to have a concert tu 
put their role across to the community. 
When I attended their first session, I 
thought they knew their role. 
Droomer: They knew to a certain extent what their 
role was, but they had only received 
training from the expert for about a 
month and I think it was a bit difficult 
to have expected them to have interna-
lised their roles as their training was 
not completed yet. This did not come 
out so clearly during the first two 
rehearsals, but at the third, when the 
children were involved, this cam~ more 
to the fore. 
Van Biljon: You know, Anne, I was under the impres-
sion when we started that they knew what 
was expected of them in the community. 
When we were introduced to the group. 
they did not have clarity on these 
important concepts and, in fact, they 
were not ready to be introduced to the 
idea of community theatre. 
Droomer: Yes, any further rehearsals would have 
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been worthless without the partiCipants 
internalising their roles (Droomer & van Biljon, 
Case Stud, 1979, 2, 3}. 
e IMPORTANCE OF TEAMWORK 
The community in the abovementioned case study was 
assisted by variotis 'outsiders', i.e. the social workers 
and the health community worker. The successful imple-
mentation of this community drama was dependent on a 
thorough understanding shared by all these parties, and 
ignorance of some of the important aspects could have 
jeopardised effective teamwork. The enabler had intro-
duced the idea of community drama to the community 
prematurely and once the idea had been Introduced, it was 
difficult to retrieve it. (upon its introduction some 
members reacted enthusiastically while others withdrew. 
These reactions -- over-positive on the one hand and 
negati ve on the other - - could have been avoided by 
introducing the idea at the right time. The lack of 
understanding on the part of the community health worker 
caused even further problems. 
Droomer: Pity we could not make use of a theatre 
in the round at the performance but that 
was the one idea that was impossible to 
change as the players wante~ to be on 
stage. I think this is largely due to 
the fact that the community health 
worker did not attend the discussions on 
the concept of community theatre and 
backed them up as regards the use of the 
stage. The situation became worse when 
she supported their request for a micro-
phone (Droomer & Van 8iljon, Case Study. 
1979,3). 
The author recommends that the enabler should undertake 
a careful investigation before the employment of the medium, 
in order to establis~ contact with all the 'outside' 
figures that might be of importance to the objectives of 
the community drama. In the author's experiment~ this 
~ idea of teamwork was not always easy to facilitate. 
Community drama resembles community-based 1self-help' 
projects, and with these projects the author experienced 
the following. 
With all community social workers trying to make 
contact with the people, all trying to enlist the 
same members in the various projects, they run the 
risk of failing miserably. Community members find 
it fascinating to be consulted by all these profes-
sionals. Like anybody else, they enjoy the 
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status and recognition that goes along with serving 
on committees, and they do not realise that the 
various workers are in fact competing for their 
attention. Meaningful community participation 
implies meaningful co-operation between professionals 
behind the scenes. 
, 
In short, then, the key to the success of the 
community social worker is his preparedness to 
consult and work with everybody who has a meaning-
ful contribution to make to the success of the 
issue at hand. To involve and consult the people 
in existing power structures, and as far as 
possible to listen to their ideas. At all times 
to have his own facts organised clearly, and to 
be flexible and compromising during negotiations~ 
(Van Biljon, Lecture Notes, 1980, 2). . 
The author experienced resistance on the part of the 
power figures when their support was sought for some 
community dramas. The reason for this may stem from 
the fact that they viewed the experiments as 'time 
wasting', the possibility of a democratic discussion of 
1 community feelings might be threatening to their power, 
or they might be scared of personal criticism. When 
• 
the enabler is not a resident in the community, he might 
be viewed as an 'outsider' with,intentlonsof instigat-
ing negative feelings amongst the participants in the 
community drama. 
When the author employed community drama at the Youth 
Leadership Camp for Boys' (see 2.4.1), he 6bserved that 
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the medium was unknown to the camp organisers and realised 
that he had to be careful not to evoke negative feelings 
in discussing~the medium with them. With the first 
experiment at the camp, they were not keen to participate 
in the post-performance discussions and the follow-up 
programme. They were not prepared for the criticism that 
was aroused through the drama and. although they appeared 
to be positive about the suggestions raised by the boys, 
they did hot~actively carrythemthrough as promised. 
In the preparation for the second drama at the Camp, the 
author arranged a discussion with the organisers before-
hand with a positive outcome '-
I made every possible effort to contact the camp 
organiser and eventually managed to trace him 
telepho~ically two days before I was scheduled 
to go to the camp site. I discussed my programme, 
with him and experienced difficulty in explain-
ing myself clearly. He had attended my first 
community drama and therefore it was not too diffi-
cult for him to grasp what I was trying to say. 
He told me that he would discuss these ideas with 
the other leaders of the camp and that they would 
be ready with their ideas when I arrived on 
Wednesday morning. 
Upon arrival, I had a discussion with all the 
organisers and, because of this discussion, the 
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organisers actively and spontaneously participated / 
1n the discussions that followed the play. This~ . 
was quite a breakthrough compared with the / 
organisers' passive behaviour the previous year. 
3T< ~i~itti{~~~~':9~~~:e,w~~-~·g~~f~J}~!:~~~~i1~t~'~~ ~. T h r 0 ugh t his lIe a r ned th at i tis Imp era t I ve , ~ould expect and, therefore, they did not feel 
threatened when being criticised. They co-operated 
spontaneously in the discussions after the play. as 
their status was enhanced. They were recognised 
for their leadership and supported in their capacity 
as organisers of the camp (Van BIljon. Case Study. 
1980a, 1 & 6). 
The author anticipates that a difficult situation may 
arise when the authority figures are represented by 
-,< government offitiiils. Power figures employed in govern-
ment service may be willing to attend the· drama in their 
perstinal capacity, but they may be inhibited from making 
an active contribution by bureaucratic procedures. 
3.5 OBJECTIVES WITH COMMUNITY DRAMA 
The author believes that the enabler's objective in the 
use of the medium will determine the way that community 
drama is introduced to the community. the enabler'S role 
throughout its phases, and the success of its employment 
within the method of community social work. To provide 
some clarity on the objectives, the author offers the 
following guidelines: 
The enabler and group members must all share the 
same objective. It is possible that the enabler's 
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hidden agendas may differ from the group'~, and 
that members may differ in their goals individually. 
This situation must be avoided at all costs. An 
extract from the community drama with. the cr~che 
group (see 2.3.3) illustrates problems that can occur 
when the same objective is not shared equally :-
During the discussion with the matron of the 
cr~che, I learned that she had some difficulty 
enlisting the parents' support in the activities 
of the cr~che. The committee struggled to 
bring-th€ school up to standard and the matron 
complained that~e parents did not seem to 
appreciate the efforts involved. "If only they 
would realise what we have done for their children" 
was her remark. We discussed this issue and 
decided to use a dramatic presentation of their 
feelings as a means to communicate and to capture 
the attention of the parents who usually did not 
turn up for the meetings when these important 
issues were being discussed. At the time, the 
matron was also involved in a leadership training 
course, arranged by Bakaar Taliep and myself. 
At this course her problem was discussed and she 
rec~ived further guidance and support. 
It was decided that other members of this 
leadership course (who represented another 
community), would also participate in the drama 
and invariably they had to participate in the 
rehearsals as well. It was difficult to have 
the rehearsals because we could not get all the 
participants together at the same time. The 
people from the leadership course had limited 
affiliation to the creche group and, therefore, 
it proved difficult to enlist their support. 
Those members attached to the cr~che identified 
strongly with the ideas to be communicated and 
spontaneously supported all the rehearsals 
(Van Biljon, Case Study, 1979c, 1). 
At the time of the abovementioned community drama, 
the author was disappointed by the seeming lack of 
interest of some of the participants. In retrospect, 
the author considers it logical that participants 
will only make an effort to participate once they 
r----- "--, ~~_,'O' ~ •• 
are strongly drawn into the cohesiveness. of the 
group and share a common objective. 
97 
2. Although the theatrical side of community drama is 
\ 
not emphasised, it is possible that t~e group members' 
association with the medium may be based on their 
fascination with this aspect of the medium. Likewise, 
the enabler may also view the medium as an opportunity 
for creating 'good theatre'. The community drama 
of Peter Speyer (~ee 2.2~2) proved that a 'smooth' 
production is feasible when training in theatre skills 
accompanies the introduction and preparation phase, 
and this possibility shows the employability of the 
medium for its theatrical merits. 
The author believes that before the objective is set 
. the enabler must check his ideas with the sponsors 
and participants. If the drama is within the goals 
set for the community social work programme and the 
objective supported by a majority feeling from the 
participants, the enabler must still clarify his role 
... ,> ,- ',-.., 
with the group. If he is limited to providing 
'theatrical guidance', the group can be referred to 
an appropriate source. 
3. While the inexperienced enabler may be reluctant to 
employ community drama initially, he may also 
be inclined to use it repetitively but inappro-
priately. Community drama deals with p{e:ap1e"1'~ 
h 0 n est fee lin gsa n d w hen the me diu m ~.:~'~d~e r - use d ) 
- ------ ,~~< 
i t 1~>CJ~_eJ!ibi I i ty .~--It -must on ly be used as 
.. / ~ 
a means to' an end, and not as an end in itself. 
,(3) Group members may be under the impression that the 
drama could succeed in fulfilling all of their indi-
vidual needs. In other ways too, they may portray 
needs whi~h are not feasible for treatment in 
community drama. (The enabler has a responsibility 
to steer the group away from unrealistic objectives 
and to limit the objective to one main idea. Ideas 
are best communicated when they are well-defined and 
structured. If the audience is presented with a 
variety of ideas, the message that it is intended to 
convey might be diffused. 
Th~ participants should share a common belief when 
'-'----~-------.. --,,----- ---- . ----- -- - ,- - '- .. --, - -. 
they are engaged in community drama, even though they 
might have different motivations for their individual 
~ . .-
participation. 1 Consensus of goals Is necessary. ! 
i for diversified ideas can seriously affect the pro~ 
ig;ess of the group.1 The enabler should be sensitive 
in bringing diverse objectives to the surface for 
discussion. Members whose individual needs differ 
from the common group feeling are bound to withhold 
the enthusiastic zeal that is very much part of the 
medium. 
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6. When the preparation for the community drama takes 
place over a long period, it is possible that the 
group's common need may change and it might decide 
to select a more pressing issue for enactment. r ''"--''~'-'" __ ,_ _ . 
"-i CommunIty life is-alw'<iys'In a state of flux and the 
t 
I i enabler should be sensitive in responding to these 
i. 
\ needs. /' . It is imperat i ve"that a change of theme 
~"---../ 
should only take place once all the members are in 
agreement, as every dramatisation demands a thorough 
understan~ing of the objective by all participants. 
7. Fund-raising might be another objective for the use 
of the medium (see 2.4.2, Cafda Village Community 
Theatre). Undoubtedly, the idea of fund~raising 
can easily overshadow the original objective of a 
community drama. However, the imposition of an 
attendance fee could fulfil a useful purpose as it 
can provide a natural selection process. Peopl e 
who are not really interested will be discouraged 
from attending, while those who contributed finan-
cially might be more keen to 'get their money's 
worth I • This point is illustrated by an extract 
from the second experiment with community drama in 
Vrygrond (see 2.2.1) :-
The play was staged as part of the community 
festival in Vrygrond. Many people from the 
community as well as the surrounding areas 
attended as they were drawn by the various 
activities which formed part of the festival. 
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The community theatre was,supposedto have 
taken place in the community centre because, 
although it was limited in facilities (chairs, 
etc.), it was viewed as a suitable venue to 
facilitate a meaningful production. 
The lactors l were pretty nervous before they 
had to commence with their drama, and when the 
people kept pouring into the hall. they became 
quite overwhelmed. They tried their best to 
talk above the noise but halfway through the 
performance they had to stop , as the 
audience became quite uncontrollable. It would 
seem that if an entrance fee was charged, a 
smaller number of people would have attended and 
a meaningful performance could have taken place 
at the community festival (Van Biljon, Case 
Stu dy, I 978 b, 3). --
.~ Community drama can. also, be utilised with the speci-
fic objective of making a diagnostic evaluation of 
a group or activity. The diagnostic value of this 
medium occurred to the author as he was doing the 
final editing of the thesis. and he expressed himself 
as follows :-
While thinking about the case studies. I suddenly 
remembered how, as a result of the second 
community drama at the youth leadership Camp 
for Boys, I was in a position to make a critical 
evaluation of the proceedings of the camp. To 
me. it is most interesting that I was in a 
position to do this. Although I had only spent 
two mornings with the groups over a period of 
two years, I was able to make a critical analysis. 
~ThiS evaluation included the feelings of the 
boys as well as the strong and weak pOints of 
the organisation and administration of the camp_ 
This, of course, refers to the element of truth 
in community drama. You cannot hide anything. 
;What is real shows, whether it is positive Or 
negative. I would say that this medium shows 
. tremendous potential for diagnostic thinking 
in organisations such as this (Van Biljon, 
Last Minute Thoughts. 1981. 1). 
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The author further recalls that he was in a position 
to make a diagnostic evaluation of an important aspect 
when he experimented with community drama at the 
St. George's Home for Girls (see 2.4.3). In his 
preparation for the drama. the social worker suggested 
"that the girls might be interested to talk about 
their future plans" (Van Biljon. Case Study, 1981, 
iii ) . The author approached the 'actors' with this 
idea but immediately realised that they felt totally 
unceitain as far as their future lives were concerned. 
In retrospect. this evaluation might seem to bear 
little importance as a mere discussion with the 
group could possibly have shown the same results. 
In this case, the evaluation and awareness that the 
author had reached structured the proceedings that 
followed. The group was envisaged as enacting an issue 
they understood and had a strong feeling for. If 
it was not for the envisaged community drama, the 
author might still have picked up the girls' uncertainty 
regarding their future, but it might not have sh~wn 
up as strongly as it did :-
" 
[Soc i a I Worket:7: 
B . In the performance they did not mention 
their uncertainty about the future. What 
happened to that idea? 
[Van BiljonJ: 
A I realised at the report back, in the 
initial discussion, that they needed far 
more insight and information on this 
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specific topic. They were just not ready 
for it and I decided to leave it right 
there. I think that this very fact could 
give you an indication of their confusion 
regarding their future. and if you could 
follow it up, it will be to their advantage. 
·0 n c e, aft era t r a i n i n g pro g ram mew her e the y have 
learnt about the job interview, how to 
approach somebody if you look for board 
and lodging, etc., they will be in a 
position to enact it (Van Biljon Case Study, 
1981b, xv). 
In the two situ~tions described abov~ community drama 
enabled the author, as an outSider, to make cl~ar 
evaluations and recommendations. This diagnostic 
effect was also experienced in the course of his own 
work when, at the end of a training course for Cr~che 
Management Members (see 2.4.2), the members clearly 
showed, through the performance,howmuchthey had 
internalised of the knowledge that was disseminated 
to them at the training course :-
.The use of community drama showed clearly. 
especially with the second group when they 
tried to play the 'good ' meeting. Although 
they prepared themselves on what to do, etc.,' 
the chairman still experienced difficulties in 
fulfilling his role. This was really excellent 
because it showed the reality_ There could not 
be arty face saving and nobody could pretend 
through gIvIng the 'right' answers, or pretend 
that they knew exactly how to lead a meeting. 
This problem is universal with the cr~che 
community groups. It might seem innocuous 
and not bearing much importance, but in fact-it 
forms the root of the majority of problems that 
the Management committees at cr@ches experience 
(Van Biljon, Case Study, 1980b, 8). 
103 
The author holds the opinion that a true diagnosis 
can only be made when the community drama is carried 
through all its phases. For example, at the community 
drama with the girls at the St. George's Home (see 
2.4.3) :-
The Principal felt that the message of the play 
came over strongly. To her, the girls effect-
ively dramatised that they realised that they 
would not be ostracised for upholding their 
moral values and that there are alternative 
friends with better values available. She also 
felt that they showed what they had been taught 
in the Home as she and her husband always encourage 
the girls to introduce their partners to them, 
stressing the importance of selecting friends 
caref~lly (Van 811jon, Case Study, 1981b. xi). 
In this experiment, owing to the age difference between 
the 'actors' and the audience, the discussion and 
foLlow-up phase could not have materialised. In 
the performance, the 'actors' portrayed a message 
that they knew would be expected by the audience, 
and acceptable by their authority figures. The author 
is of the impresSion that they might have had some 
uncertainties regarding this topic which would have 
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been brought in the open during the discussion period. 
For this reason, the author finds it difficult to 
agree readily with the principal's opinion, as he 
fears an evaluation based on the performance only, 
could be superficial. 
3.6 SELECTING THE 'ACTOR' TARGET GRGUP 
One point that has been repeatedly stressed in this thesis 
is the author's conviction that the participants in the 
community drama should all share a deep belief and 
desire to convey their message. Only then would they 
be able to portray feelings dramatically. When a 
community-based group is already in possession of these 
characteristics, the enabler's task is limited to guiding 
thegroup 1 s. feelings and ideals. On the other hand, 
when the enabler is convinced of a certain idea. prepared 
to utilise community drama, and still lacks an appropriate 
group to facilitate it, the situation may become 
complicated. 
In this situation, the enabler must be very careful and 
selective when looking for an appropriate body of people. 
The community drama of Mr. E. Atmore with the hire-
purchase theme (see 2.3.2) serves as an example of the 
selection process for the appropriate 'actor' target 
group :-
Mr. Atmor~ wanted to educate the community on the 
pitfalls of the hire purchase system. The geo-
graphic area in which'he operated (Retreat) was 
riddled with this problem and although many people 
needed to be educated on this subject, he could 
not start 'anywhere'. During a lecture on the 
subject, given at a local church, several of the 
church members had remained seated at the completion 
of the lecture and expressed their interest in an 
ongoing educational programme which could equip 
them with more knowledge on the subject. 
This group had all experienced in so~e way the 
abUses of the system, and were ripe for the 
educational input on the hire purchase system. 
After their training period. they compiled their 
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drama spontaneously and presented a powerful play 
[Community drama] (Van Biljon. ,Case Study. 1979a. 3). 
The author holds that the selection of the 'actor' target 
group stands in line with the nature of the theme~ and 
the enabler's objective. In the 'closed'community of 
the Youth leadership Camp for Boys (see 2.4.1 ). the 
author had no difficulty in selecting the target group 
as all the members were equally keen to evaluate their 
progress. Furthermore. all the boys' attendance' at the 
camp was proof o~ their leadership potential. 
Should the enabler intend to communicate innovations to 
an 'open' community, the adopter categorisation and inno-
vative dimension as described by Rogers and Shoemaker 
can serve as a useful guide:-
The innovativeness dimension, as measured by the 
time at which an individual adopts an innovation 
or innovations, is continuous~ However, this 
variable may be partitioned into five adopter 
categories by laying off standard deviations from 
the average time of adoption". These ideal types 
are classified as: the innovators (2,5%). early 
adopters (13,5%), early majority (34%), late 
majority (34%) and laggards (16%) (Rogers and 
Shoemaker, 1971, 182). 
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The innovator is described as venturesome. IIHe desires 
the hazardous, the rash, the daring, and the risky" 
(Rogers and Shoemaker. 1971. 183). The author perceives 
that, although the innovator type might be very keen to 
participate in the medium, the early adopter's performance 
will be more convincing. Community members are familiar 
with each other and could question an idea when portrayed 
by the person who is known to accept innovations at face 
value .... Thus the author recommends the early adopter 
type as having more potential for the 'actor'target 
group in community drama :-
Early adopters are a more integrated.part of the 
local social system than are innovators. Where~ 
as innovators are cosmopolites, early adopters 
are lo~_~~s. This adopter category, more than 
any efUler, has the greatest degree of opinion 
leadership in most social systems. Potential 
adopters look to early adopters for advice and 
information about the innovation. The early 
adopter is considered by many as "the man to 
check withll before using a new idea. This adopter 
category is generally sought by change agents to 
be a local missionary for speeding the diffusion 
process. Because early adopters are not too far 
ahead of the average individual in innovatlveness, 
they serve as a role __ m~Q.del __ for many other members 
ofa-s6cTlfl-sy_s .. tem . The ear!'y ado""[ter-rs-resp"ected 
b~peer$-.- He is the embodiment of succes-s~u-l-
and discrete use of new ideas. And the early 
adopter knows that he must contiJlue--to earn this 
esteem of his colleagues if his posit jon in the 
social structure is to be maintained (Rogers and 
Shoemaker, 1971, 184). '-"---
author believes that the participants selected for 
community drama must have credibility with the 
larger community with which they are associated. When 
It5the target group is selected from the ranks of the early 
r(,,(1 (adopters ,the enabler ensures that they portray, 'on ~'" i \ stage' • .a ro I e wh i ch is a cant inu at ion of the i r natura I • 
\everyday lives. If an 'actor' portrays ~ message which 
-\.---~--"--' , .. _ .. ,'" 
is incongruous with the everyday behaviour of the person, 
the audience. withits famil-iarity with the 'actors', 
will recognise these flaws and the,message will not 
convince. 
In evaluation, the author considers his selection of the 
'actors' in the drama on family planning in the squatter 
community of Vrygrond (see 2.2.2) to be inappropriate :-
In the first experiments [With community dram~ 
the target groups for the partiCipants were not 
carefully selected and members of the tommunity 
engaged in these experiments mainly represented 
the late majority and laggards. If I were to 
do it [Communi ty dramg]. in Vrygrond again. I 
would not start with the residual type. I think 
that it would be far more economical to invest my 
energy with those members of the community who 
are really interested and whose own lives are 
'sorted out'. Through them the message can be 
spread to the residual group (Van Biljon, 
Lecture Notes, 1978, 2). 
. CHAPTER 4 
INTRODUCTION AND PREPARATION FOR 
COMMUNITY ~RAMA 
The author views the introduction of the community and 
its preparation for the community drama as quite dis-
tinct from the other roles of the enabler. To highlight 
the delicate steps that need to be followed in this 
~. 
rlecisive process, and to single it out from the other 
phases, the author discusses it separately in this 
chapter. 
4.1 THE ENABLER'S PREPARATION' 
In the first experiments the author was involved with 
(see 2.2.1), he tried to record the script to help the 
'actors' to 'learn their lines'. This approach failed 
as he was not dealing with trained actors. In this 
experiment the author played a dominant role. /He tried 
to allow the partiCipants to assemble their own ideas, 
but could not limit himself to staying in the background. 
His active role is particularly evident in his prepara-
tions for the rehearsals of the first experiments :-
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PREPARATIONS FOR A COMMUNITY THEATRE 
1. OBJECTIVES 
1. Communication of the "value of family life 
and the destructi ve infTtIef'lC'"ell-r-al·coh-oT'fsrn 
et~. II; conveyfngth-e"-theli'fe'to th-e cornrnun i ty. 
2. Educating the comrnunity on ways of dealing 
with comrnunity-based problerns. showing the 
value of education (T.C.}._l 
3. Supporting the idea of the courses, trying 
to convince the 'teachers' of the irnport-
ance of their educational classes. Providing 
the~ with the opportunity of gaining 
"teacher status ll • This will hopefully lead 
to the situation where they will work on 
the continuity of the classes, without the 
constant need of having the comrnunity 
workers backing them. 
2. COMMUNICATIVE IDEAS (PHILOSOPHY) 
\ 
I 
\ 
/ you c an and rnu s t work on your pro b I em .../ 
there is a better way out that you rnust find, 
. the social work is a resource not the answer \/ 
we must help each other (moral support, etc.) v/ 
know I edge is the an swer ~ 
I • . ::f .rj-,. " .... 
you can get this knowledge at the Training 
Cent re ("'e" <:: ) 
there~e already ongoing courses provided 
for everybody 
if you've got a skill. you can teach (share) 
too' 
if you are a teacher, it does serve a purpose 
and itrnakes your life more meaningful too. 
I. T.C. - Training Centre for Volunteers - mobile training 
centres were envisaged by the comrnunity workers as a 
stimulus fo social change. The community theatre was 
incorporated in this concept. 
Teachers 
- Social 
responsibility 
status 
- motivation 
Actors 
-.propagandists 
cours·es 
theme 
- status 
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Audience 
- dialogue 
- moral support 
f o·r phi los 0 ph y 
- carry out· 
message 
3. METHODOLOGY OF ACTION 
- motivation 
to become 
part of 
education 
programme. 
l.~iSCUSsed with the actors the phi losophy of 
the play, helping them to identify with the . 
". theme, allowing them to support the phi 10soQ1lY_~ 
hat is, one' woman shared her experience 
and told the group how she got her husband 
back while he was a serious drinker. Stressed 
the role of religion, her patience. the 
'. children. Work on the song. improving and 
motivati~g them through singing. \ Decide @ the tImes for the rehearsals. " 
2. Motivate them to come to the rehearsals, 
prepare venue, etc. Practice the play right 
from the start, discuss the scene first and 
then make a comment after each scene. Take 
each scene like that and when the whole play 
has been practised, go through it without 
interrupting. (Asked if they would like 
to make tea). 
3. The second rehearsal has been planned to 
coincide with the meeting of the teachers. 
Worker will first have to explain to every-
body what is happening. Give all the teachers 
the opportunity to tell something about their 
classes: when started, length, number of . 
people attending, etc. This session should 
be treated as a groupwork session, throwing 
back the questions to the group every time. 
Stressing: the objective at this stage is 
purely educational, NOT fund raising of 
organisational, that can come at a later 
stage~ Get the dates of the classes and 
attend one of each in the future. Ask them 
. to come on Friday. discuss the roles they will 
play. 
4. At the play. they can get the opportunity 
to tell the audience about their courses, 
where, when, etc. 
4. THE PLAY 
4.1 Scene One: (Gambling Scene) 
The men are on the stage, gambling~ 
Good man stays sober, other two start to drink, 
they have got nothing better to do; the only 
thing in life is to drink and to forget your 
troubles. 
Two af them pick a fight. the sober one tries 
to stop ~he fight, he cannot manage to do that. 
While the.two drunkards fight, the wife of 
of one of them skels In the background. 
At first they do not hear her calling, but 
then they realise that there is trouble and 
discuss ways of defending the husband against 
the angry wife. When she enters they try 
to hide him behind their backs. At first 
she pretends not to see him. but then she 
spots him and. in her struggle to get hold of 
him, delivers the blows to the chap with 
whom he had previously had the fight. In 
the resultant commotion. the husband manages 
to escape her anger while his former 'enemy' 
receives her blows. Eventually she manages 
to get hold of her husband and drags him off 
the stage. . 
4.2 Scene Two: (The Happy Family) 
The mother and the children are at home preparing 
supper for her husband. The daughters help 
the mother to prepare their supper, the other 
children are busy, mother calls them to the table 
when she is ready, all of them wait on the father. 
When he comes in, they are all very glad to see 
him, they get up and greet him. he does not go 
to sit at the table but sits in the best chair, 
smokes a cigarette and reads the paper. 
As soon as the children have finished their supper, 
they come to tell him what happened in the school. 
show him their school reports, etc. One can 
III 
sing a song that they have learnt in school. 
The younger ones go to bed, the older sisters 
help their mother with the washing up of the 
dishes. When everybody (all the Children), 
have left for bed. the mother comes and sits 
with the father, asking him about his day. He 
di"scusses the work, she gives him his food, and 
then he describes to her the problems in the 
other family. 
He demonstrates what happens by showing her; 
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she gets a little bit frightened and this brings 
some action in the discussion. They decide 
to talk to them because they feel that. the childr~n 
are s u f fer i n 9 , etc. T hey go to bed. 
4.3 Scene Three: (The Washing at the Communal Tap) 
Before this scene can start, the women must decide 
when they will enter. who will be the first, 
etc. 
Something funny must happen at the tap this 
wi 11 have to be worked out. 
They can talk about everyday things at the tap, 
telling each other about the Training Centre 
for volunteers. Stella shows them what she 
has learnt. (Hay Box for cooking.· Others 
tell tham about the other courses. Strass the 
importance of ~he courses for the men:) 
One tells how her home has changed since they 
have all become involved with the Training Centre 
for Volunteers. . 
All the ladies leave, except Stella. As soon 
as she is alone, the wife of the alcoholic appears. 
They first talk about everyday happenings, the 
newsboard, etc. She then tells her friend about 
her problem. Stella advises her 
she has a very difficult role 
realises. that she is the only person to help 
him 
she can get advice from the so~ial worker, 
but the an s we r i s not to I sen d him away' 
he will not change overnight, but she is doing 
it also for the sake of her children 
children must be motivated to contribute their 
part as well. not be afraid of the father, 
show respect to him, not laugh at him. try 
to understand that it is a sickness that can 
be cured providing they all try their best 
faith and prayer 
something to keep him busy. some course at 
the Training Centre perhaps. 
4.4 Scene Four: (Two Men Coming From Work) 
The men are coming from work, they are tired, 
end of the week 
life is one big struggle 
difficult to pay the rent, do not want to 
talk about the importance of paying the rent. 
otherwise their house .ill be demolished 
wants to stoV at the bottl.e store to buy 
liquor,"good man manages to make him change 
his mind 
- . talks to him about his drinking. drunk man 
tells him how difficult it is to stop drinking 
they sit in the train, mime a lot: 
- buy the ticket 
waits at the station on the train 
gets into the overcrowded compartment 
some of the other .omen can play the 
part of passengers in the train 
preacher in the train, bringing the. 
message 
encounter with skollies (if there are 
skollies to play the part) 
decides to change his life 
gets off the train, walks past the shebeen, 
nearly decides to change his mind again 
go home~ 
4.5 Scene Five: (Happy Ending) 
The man iss till t i red , but he i s very proud 
of the fact that he has brought all his wages 
home. "I always" blamed you for everything, but 
"I can see now that I am also to be blamed"." 
His wife cannot believe it. she is happy but 
starts to cry. asks him between her tears: 
" ... and at whom am I going to skel now". 
They talk about the future. he decides to visit 
the social worker at Cafda to help him to work 
on his problem, his wife promises to stand by 
him, to help him, 
discusses the kind of courses that they would 
like to follow at the Training Centre, she 
also wants to bring in something, wants to 
l~arn to budget, start to save> 
asks for the children, she is amazed, first 
time in years that he has started to take 
notice of them, 
they come in. but they are still scared of 
him, they do not know how to react to him, 
crying, etc. 
SONGS, ETC. 
When the audience starts to applaud, the family 
on the stage bow, then the'good'family appears 
on stage, 
then all the other players. 
Stella then steps forward, thanking the audience 
for their participation and telling them about 
the song. She says the words. loud and clear, 
then the whole group, together. 
Then she invites the audience to ~ing with the~ 
. _ asking the chair to teach the song to the 
audience. 
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I \ They say the words then in verse's form (spreekkoor); 
afterwards the audience gets the opportunity to 
sing with the choiro 
Then the teachers who attend the play, get the 
opportunity to tell the audience when they are 
having their classes, inviting them~ giving them 
the deta"i 1 s. 
Stella can bring her diploma that she got. 
Tea for everybody (discuss this with the actors 
at the rehearsal). 
Ask Dougie to teach the others his song On 
Vrygrond {Sonja ~erhol~ song} What is Family 
Life? 
Gesinslewe: 
Die rna en die pa en die kinders tesaam 
Sit om die tafel geniet hulle maal 
Hulle is lief vir mekaar, en 
hul staan by mekaar 
_ en cns hoop julIe salons volga 
(Van Biljon, Case Study, 1978b. 1-6). 
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The elaborate preparations for the content of the perform-
ance stand_in direct contrast with the preparations that 
the author carried out in his other, more advanced, 
experiments. In the first community drama at the Youth 
Leadership Camp {see 2.4.1}~ he had no idea of what was 
gOing to happen regarding the theme for the performance. 
He expressed himself as follQws :-
The organisers of this youth Camp (JAG) approached 
me to partiCipate in their proceedings. Originally 
they wanted me to give a talk on community deve-
lopment, something related to the field of citizen 
involvement, or on leadership functioning in the 
community. Fortunately they left the decision to 
me and requested me to take the responsibility for 
the programme, one evening at th~ camp. I thought 
about their suggestions and being provided with an 
open invitation, decided to use community drama 
to stimulate discussions at the camp. I was aware 
~f the risk involved in this lopen', unstructured 
planning, but decided to take up this challenge 
(Van Biljon, Case Study, 1979d, 1). 
With his:experimentation at the second Youth Camp for BOyS, 
(see 2.4.1), he could rely on the experience gained 
during the previous year and in his evaluation he 
commented :-
If somebody wants to utilise the medium of community 
drama, it is important that he must be well prepared 
to know exactly what he is dOing. I was well 
prepared for this experiment and, therefore, I was 
able to do it successfully. However, the message 
came from the specific situation ... I was only 
prepared to use the technique (Van Biljon, Case Study, 
1980a,6). 
sG SEQUENCE OF STEPS 
After several experiments with community drama, the author 
realised that the above described, elaborate preparations 
by the enabler could be avoided if certain basic procedures 
were followed. From his own experience, th~ author now 
suggests that when the enabler introduces and prepares 
the group for community drama, he should bear the follow-
~7f ing in mind: the e~nabler should only introduce community 
/,~ drama once the group feel confident about their ideas 
\ and are keen to share them with other community members; ) 
/ the preparation that follows should not be complicated 
, 
~ as the drama in its theatrical sense is not emphasised; 
only after all this,should the final arrangements for the 
\performance be made. 
f 
An extract from the case study with the boys at the Youth 
Leadership Camp (see 2.4.1) illustrates the necessary steps 
involved in the introduction phase :-
After I had been introduced to the group, I was 
left alone with them and started to ask them 
general questions such as their names and places 
of abode. Their motivation for participation in 
camp activities proved to be very high and they 
all seemed to enjoy what the camp had to offer. 
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They visualised the camp as an opportunity to improve 
their own position. I identified the main leaders. 
The group was too big and did not allow for easy 
group discussion. As a result. I subdivided them 
into two smaller groups consisting of five or six 
people. 
Each group apPointed its own leader and I asked 
them to discuss their experiences at the camp, 
their likes and dislikes. I also asked for their 
suggestions to improve the functioning of the camp. 
These topics were chosen as a result of the ini-
tial greup discussion I had had with the group 
before they were subdivided into the two separate 
groups. 
I left these sub-groups to discuss the issues by 
themselves and when they indicated that they were 
finished, I joined the two groups again. I asked 
the group leaders to report back on the content 
of the discussions in the small groups and one 
of the main activities they reported on was the 
idea of standing guard. As the reporter discussed 
the activity, it drew much interest from his audience 
and I noticed that they all identified strongly 
with his narration. My next step was to ask him 
to show the group. with actions. what he was 
talking about. He did this without· a moment's 
hesitation. He knew exactly what he wanted to 
say, therefore he had no difficulty in saying it 
through dramatic action. After his demonstration 
I asked some of the other boys to show thei.r comment 
of [i.e. to act out their comment uPOv the same 
activity, and sounds of laughter and appreCiation 
accompanied their performances. 
I then proceeded by asking them whether they would 
like to demonstrate the other parts of their dis-
cussion as well, with the purpose of sharing their 
ideas with the rest of the camp. Upon this sug-
gestion, the group responded enthUSiastically and 
started to assemble their play (Van Biljon, Case 
·S t u d y. I 97 9 d, 1 - 2 ) • 
This extract illustrates how the question "would you 
like to enact your experiences to the other boys in the 
camp?" was only posed after the initial discussion had 
consolidated the group's ideas. The author anticipates 
that the group could have been confused if this question had 
be!n posed before the consolidation of ideas as the members 
might not have been clear on their own ideas. In this 
instance, the consolidation was reached within a short 
period of time and this can possibly be attributed to 
the fact that, before the author had met the group, they 
already had a feeling of solidarity among themselves. 
The author expressed this solidarity as follows :-
The boys who participated in the drama were a 
subgroup from the larger camp. They underwent 
the same programme during the week that preceded 
the drama and as a result developed a strong 
sense of solidarity, leadership and othe~ patterns 
of informal interaction (Van Biljon, Case Study, 
1979d, 3). 
/ the steps involved in the introduction and preparation 
follow naturally when applied in practice. Theoretically 
the author proposes that they occur as follows: 
1. Training, discussions, and group interaction are 
facilitated by the enabler until the group reaches 
solidarity on their idea. 
2. The enabler further stimulates the desire among the 
participants to share this idea with other community 
\ 
members. 
3. The enabler suggests the idea of 'enactment' to the 
group and introduces community drama. 
4. The group accepts the medium of community drama to 
communicate their i~ea. 
5. The enabler assists the group who transform their 
ideas into dramatic action. 
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6. The group makes final arrangements for their performance; 
These steps may not occur within a short period of time 
as the case was with the dramas at the Youth Leadership 
Camp for Boys (see 2.4.1), and may take place over several 
rehearsal sessions, as in the case with the community 
drama in Montcreef Farm (see 2.3.1). Whether the intro-
duction and preparation is accomplished over a short 
or a long time span, the underlying principle supports 
the contention that the enabler must keep closely to 
the sequence ·of steps as proposed by the author. In 
the Montcreef Farm community drama, the enabler suggested 
the idea of 'enactment' to the group (3) before the group 
had reached iolidarity on its ideas (1) and while they 
were not yet as keen to communicate this idea to the 
other commun i ty members (l and 2). The author interprets 
the feelings of insecurity, the group members' absence. 
from rehearsals, and the multitude of other difficulties 
that were experienced with the drama. as direct results 
.of the fact that the sequence of steps was not followed 
closely by the enabler. 
An extract from the community drama with the crdche group 
(see 2.3.3) further illustrates the application of the 
sequence of steps :-
. The plot covered a relatively long period of time 
and it was interspersed with a variety of important 
events. The group wanted to include all these 
details, as the matron saw them as important 
contributory, historical factors. Thus two major 
problems were experienced: too much time would 
have been needed to cover all these aspects in 
detail, and secondly, a large team of actors 
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would have been needed if the long. drawn-out history 
was to be portrayed in detail. 
I helped th~ group to decide on the most relevant 
issues and suggested ways of portraying the scenes 
where several people could be eliminated from the 
one scene. On my suggestion. they decided on 
a scene where they discussed the inspection after 
it had taken place, rather than the actual inspec-
tion itself. If they had to cover both scenes 
they would have needed a man to portray the. role 
of the hea'lth inspector and inevitably the play 
would have been unnecessarily arawn out. 
At the final rehearsal, I noticed that they all 
felt threatened when I mentioned the fact that 
it was to be their last rehearsal. However, when 
we were finished with that rehearsal and they felt 
secure in their roles. they were very keen on the 
performance and radiated confidence. Before the 
rehearsal commenced, I informed them that a video 
recording ~as to be made at the performance but 
not even the idea of being on television could 
motivate them. However, after another discussion 
and the final rehearsal, they were keen and ready 
for the performance (Van Biljon, Case Study. 1979c. 1). 
The relevance of the sequence in the steps is further 
emphasised through the problems the author experienced 
• 
with the community drama at the Cr~che Management 
leadership course (see 2.4.2) :-
During the course we often made use of tasks, i.e. 
written pre-pre~ared questionnaires were handed 
out for the groups to explore. In these sessions 
the members carried out their tasks successfully, 
without [them asking forJ much further explanation. 
I tried to stimulate community drama the same way 
on the last session of the course and hoped that 
the members would be able to develop a dramatic 
~resentation of their ideas, after handing them 
some task sheets. . The prescribed prbblems were 
s{milar to these issues they experienced in their 
office of service and similar to the topics we 
covered during the course. 
The group of 20 was subdivided into two equal groups 
and each group was handed one task sheet. On it, 
a hypothetical case was described, relating directly 
to the problems they experienced in their management 
committee meetings. These sheets also included 
the characteristics of the characters each parti-
cipant had to portray. Although these descriptions 
were carefully selected, and corresponded with . 
the ideas of the participants, the problems on 
the sheets remained 'somebody else's' and were 
not sufficient to motivate spontaneous dramati-
sation. 
The groups ex~erienced difficulty in their inter-
pretation of the tasks. With only one task sheet 
per group, they did not know how to share the~ 
information and we had to assist them continuously 
in helping them to inierpret what was expetted 
of them. These issues correlated tlosely with 
their own feelings (as perceived throughout the 
course), but without their coming to the awareness 
themselves, they did not identify with the situa-
tion or the characters as described on the task 
sheets. They might have recognised themselves 
in the said situation, but lacked motivation to 
enact the behaviour. 
The idea of putting the tasks on the sheets, did 
not work, especially not the way it was presented. 
The groups were confused as to who should read 
the information on the task sheets. The groups 
were too large and the ona sheet of paper was in-
sufficient. Moreover, the tasks suggested to 
the groups all the problems and issues that they 
were supposed to have brought forward themselves (Van Biljon, Case Study. 1980b, 6 & 9). 
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In the above case study, the author refers to descriptions 
on task sheets which might have been accurate reflections, 
representing the true ideas of the participants. Yet. 
when the enabler presented these ideas to them (on the 
task sheets). it prevented them from reaching them (the 
ideas} themselves. The result was that they were ambiva-
lent in portraying the 'paper's idea~1 through dramatic 
action. The author ,supposes , that the drama wou ld 
I ' have been more successful. if the enablers had red the 'discus-, 
I 
f 
sions personally. relying on the task sheets only for 
reference purposes. In this specific experiment. the 
dramatic versatility was contributed by one member who 
was keen on lacting' and who had some previous experience 
in community drama. Without this person, the performance 
would probably not have materialised. 
\ 
4.3 RELATIONSHIP WITH THE 'ACTORS' 
>If. Th":"Oenabler'sre.lationshipwith the 'actors' is an 
\ 
impo~~ant. aspect in community dram?, esp~cially in the 
introduction and preparation phase. The author per-
f --- -- --- - ~. 
ceives this relationship as resembling the relationship 
of the social worker with the group in social g,roup work. 
. He con s i'd e r s t hat) to establish and maintain this 
, 
relationship. the enabler must respect the cultural norms 
and values of the community. There must be mutual trust 
I and understand.iilg, between the two parties which is similar 
\ to the contract in social work. 
/ 
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.( The aut hor d i ;scovered: that s ucces sfu 1 ut iIi s_~_t.i C?~_~f 
] com~~nlty drama depends to a great extent on the quality 
\ of this relationship. If the participants are suspicious 
of the enabler's objectives, they will not easily trust 
the suggestion of acting out their ideas. The author 
anticipates that there might be a verbal agreement, but 
without the trust relationship a passive resistance could 
.develop. On the other hand, the group may trust the 
enabler to such an extent that they will accept the idea 
of community drama, not because of their own belief in 
the medium, but based On the strength of the relationship~ 
This situation must also be guarded against. 
1 The author proposes that the enabler needs to be sensitive 
in distinguishing whether the community eccept the medium 
of community drama on its own merits or because they 
want to please the enabler. If this is not detected 
at an early stage, the enabler might experience continuous 
'problems later. The author experienced this in th~ 
very early experiments in community drama (see 2.2.1). 
In his over-eagerness to experiment with the medium, 
. he did not allow the group to internalise its idea 
suffiCiently, and this caused serious problems. 
The author believes that the relationship aspect should 
not be overrated in terms of time. Depending on the 
enabler'S skill and the quality of the common interest 
among group members. the relationship can be established 
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spontaneously. At both the community dramas with the 
boys at the Youth Leadership Camps. the authGr spent 
little time on the relationship aspect and that was mainly 
due to the positive introduction tu these groups by a 
respected and popular group organiser :-
When the camp organiser introduced me to the group, 
he r e que s ted the m to /I S pea k up It and not tot I s a veil 
me in anyway. The group was generally very 
positive and accepted me from the. start. After 
an initial discussion I was able to introduce the 
~dea of the commun.ity drama and therefore very 
little time was necessary for building a relation-
ship with the group (Van Biljon. Case Study. 1980a. 2). 
4.4 REHEARSALS 
It was the author's experience that. if community drama 
is introduced when the group is ready to perceive the 
idea, rehearsals can be restricted. if not altogether 
avoided. Ferrinho describes the rehearsal as follows :-
1 The players, then. must themselves select the 
gestures, the words, the movements. which they 
think best interpret the dramatic experience to 
be communicated.. In this way the message is 
based on the genuine beliefs and interests of 
the people. The rehearsal is .this progressive 
process of encoding the players' message which will 
, be delivered when they feel it is encoded in a ~ay 
)- adequate for their intention (1980. 110). 
The concept of limited rehearsing was diffi~u·lt for the 
'author to understand. In his early experiments, problems 
were experienced with the rehearsals as he tried to let 
the 'actors' 'learn their lines'. The notion that the 
drama must be well rehearsed before it can be staged is 
based on traditional theatre where productions need to 
be well rehearsed. This is not the case in community 
drama as the extract from the case study on the Youth 
.. ,-----~ 
Camp for Boys i.!..L4:!i.t.eat.e? .-
,.-- - --"- - ---- . 
After the group discussion, I saw that the boys 
were ready to transfer their feelings into drama-
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tic action. When I suggested it, they spontaneously 
reacted. The leaders in the groups assumed the 
roles of the organisers and informally they all 
made contributions in the group rehearsal, suggest-
ing certain scenes. The narrator discussed these 
ideas and the group finally decided on a sequence 
of distinctive scenes. 
The rest of the rehearsal went quite well. The 
group were left on their own and I noticed how they 
arranged the scenes so as to avoid unnecessary 
duplication in their performance. They also 
prepared the scenes chronologically and indepen-
dently, and without any support from my side, they 
made the story flow (Van Biljon, Case Study, 1979d. 4). 
The author found that if the group is not stimulated 
to arrange their own drama in this phase, they will con-
tinually look for guidance from the enabler. For this 
reason, it is important that the enabler maintains a 
. low profile during the rehearsals, even though there might 
be a great temptation to 'direct' the ·group by telling 
them what to do and how to 'act'. During the rehearsals 
with the Cr~che Group (see 2.3.3), the author had to 
hand his pen and paper to the narrator, before he and the 
partiCipants could reach the pOint of separating their 
respective roles. The participants perceived the author 
as the. 'director', and only after he had expressed his 
role clearly, were they able to assume responsibilities .. 
The rehearsal of the community drama at the second Youth 
Leadership Camp for Boys (see 2.4.1) illustrates the 
independence of the participants in the formulation of 
their drama :-
My next step was to ask the group whether they 
would like to demonstrate all. these factors that 
were discussed, and to do it in the same way as 
they had just done the demonstration of the kitchen 
incident. This idea was taken up and they 
. immediately started to rehearse. The leaders in 
the groups spontaneously assumed the roles of 
narrators and linked the various scenes. ·After 
some discussion and very little rehearsing, they 
decided on the following scenes: 
(a) Physical training at the camp 
(b) Inspection of the tents 
(c) Distribution of food at meal times 
(d) The lecture on the planning of a mountain-
eering session 
(e) The educational film show. 
During the creation of the play two of the camp's 
organisers joined. and observed the action. They 
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abstained from participating in the actual prepara-
tion of the drama and the boys carried on with their 
rehearsal without being embarrassed in any way by 
their superiors' presence. When I was introduced 
to the group it was 9.10 a.m. and at 10.00 a.m. 
the group was ready with the play (Van Biljon, Case 
Study. 1980a. 3). 
When rehearsing, the group will require privacy and a 
quiet atmosphere because disturbances could seriously 
( 
i 
hamper the development of their ideas. At the first 
Youth Leadership Camp for Boys, the author observed the 
following :-
At the initial stage, when the participants were 
still busy discussing the various scenes, one of 
the camp officials turned up and joined the group. 
He more or less invited himself to join in and I 
had to resist the temptation of asking him to 
leave. I was scared .that he would disrupt the 
easy flow of ideas and would inhibit group parti-
cipation. He started advising the group on acting 
techniques, such as not to act with their backs 
to the audience, to talk loudly and clearly, etc. 
He manoeuvred himself into a position where he took 
over the group discussion and when the issue of 
portraying his role was discussed, I asked him 
whether he would like to take part in the play 
himself~ He proba~ly understood what I really 
meant and left soon afterwards (Van Biljon, Case 
Study, 1979d. 3). .-
On the basis of the author'~ experience. he believes that 
rehearsals should take place ~t a convenient venue with-
in easy reach of all the members, and that a stage or 
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any other theatrical equipment is unnecessary. The author 
experienced, through involvement in these rehearsals. 
that role allocation takes place spontaneously. The 
presenc~ of all the participants is required for success-
ful rehearsing and to avoid practical problems with non-
attendance, the rehearsals must be limited. The author 
suggests that the enabler must be sensitive and allOW 
the group to discuss the objective of the drama, should 
problems with the ~ehearsals be encountered. With 
rehearsals kept to a minimum, the performance should 
follow soon afterwards so as to maintain interest and 
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motivation and to shield the participants from being 
distracted. This extract from the drama at the Youth 
Leadership Camp for Boys illustrates another aspect of 
the rehearsal :-
When the rehearsal was completed and before the 
members were asked to take up their duties in the 
kitchen l I called the group together once more. 
I asked them whether they saw their friends to be 
benefitting from their play and they answered in 
the affirmative. 1 then asked them whether they 
would like to hear their comments afterwards and 
to discuss the issues with them the way we did it. 
Much to my surprise the answer came: ~You mean 
the way that you discussed these issues with us 
when you started?1I (Van Biijon. Case Study. 1979d, 4). 
This extract illustrates how the group can be prepared 
for the post-performance discussion. The author ex-
perienced that. if the lactors l are prepared for this 
discussion, they will refrain from elaborately drawn 
out acting. Furthermore, the leader of the group or 
the narrator needs to be prepared to initiate this dis-
cussion as well as to prepare for the termination of the 
performance. 
Section 5.4. 
This is further discussed in Chapter 5, 
The spontaneous nature of the community drama ensures 
that the rehearsals are never final. Kirsty Douglas 
-~----~----""-'-"-'-'-' 
made a similar observation in her experiments and 
observed :-
2 
\ 
\ 
During the rehearsal the story was enlarged 
with more details being added. reflecting on 
one hand)the creativity and imagination of the 
group and on the other hand its effect upon 
the membe~s in cl~rifying their own conscious-
ness of the problem (Ferrinho. H •• 1979. 4). 
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· CHAPTER 5 
THE PERFORMANCE 
5.1 PRACTICAL ARRANGEMENTS 
An important aspect of the successful employment of the 
medium are the practical arrangements that have to be 
made before the performance can take place. 
Although they are important, the author considers them 
merely to supplement the actual performance of the drama 
and, therefore, it is important that the enabler does 
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not spend more time on them than is necessary. The author 
considers the shared objective to be the guiding force 
and, when there is agreement on this, there should be 
little risk that the participants may request elaborate 
'theatrical' arrangements. Weaver puts it this way: 
UThe keynote of the presentation of these plays is 
simplicity" (1967,44). 
, 
These arrangements are important for they can eliminate 
unnecessary noises in this communication medium. The 
author summarises them as follows: 
5.1.1 Dates and Times for the Performance 
One of the most important practical issues is the selec-
tion of an appropriate date and time fbr the performance. 
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The date should cOincide with the availability of the 
'actors' and the time envisaged for the perfbrmance must 
be conveniently-selected to accommodate the audience ~s 
well. The author had difficulty in carrying out this 
suggestion in the Montcreef Farm community drama {see 
2.3.1). The participants were from a working-class 
community and they were committed to the employment situ-
ations which included long working hours. Some members' 
plac~s of employment were far removed from their homes 
and consequently much time was spent in travelling. 
Selecting a time outside working hours posed further 
problems: intimidating gangs of youths, popular television 
programmes, family commitments, involvements in church 
activities and reI igious organisations, further affected 
the selection of the time and date of the performance. 
The selection of the time and date is a crucial decision 
and the author found that the performance must be 
planned in such a way that enough time is allowed for 
the discussions after the performance. Because of the 
importance that the author attaches to this point, he 
prefers not to employ the medium if it shows in the ~lan­
ning stage that there will not be sufficient time to 
complete the postplay discussion :-
The Use of Community Drama at a Children's 
Aome for Girls 
I discussed the possibility of the use of community 
drama with the social worker at a children's home 
for girls. The social worker was very positive 
about the idea of using the method within the 
smaller community of the Children's Home. She 
explained that there is a problem in the Home in 
that the teenagers seem to have little respect or 
concern for the younger children. UThey tend to 
bully them and command them to work for them, 
mnve out of the bathroom, shut up when they are 
watching a television programme of their choice, 
but talk and make a noise when the little ones 
watch their p.rogrammes ll • She also felt tliat 
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"this issue could perhaps be used with a younger 
group where they could act out the behavinur of 
themselves and the teenagers and present the theatre 
to the whole community in order that all might 
become more aware of the problem of how if affects· 
p~rticularly the younger members of the community . 
. The behaviour also has an effect on staff who have 
to try and protect the children from too much ex-
ploitation or abuse by the teenagers. This then 
causes tension between the children and the staff 
and by acting as the staff the children will hope-
fully be able to feel what it is like to be the 
mediator between younger and older children u • 
When we discussed these ideas we both realised 
that it would be imperative that enough time be 
. allocated to the medium for the results to be 
effective. Time would be needed to prepare the 
group (about 45 minutes), the performance should 
take some time (30 minutes) and then there would 
be time needed for the discussion period (about 
30 - 60 minutes). Due to the programme that is 
followed in the Home, Friday afternoon was regarded 
as the best day for the experiment. It was also 
important to consider that the girls attended 
school, they would not be home before 2.15 p.m. 
and there was also time needed to brief the matron 
beforehand (Van Biljon, Case Study, 1981a, 2). 
In this experiment the social worker at the institution 
could not arrange for an appropriate allocation of time, 
as requested by the author, and as a result, the author 
decided against continuation with the experiment at the 
time. The importance of time is further enlarged upon 
in Chapter 6. 
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'5.1.2 Venue 
Once a decision has been made on the date and the time 
for the performance, an appropriate venue must be found. 
The author experienced some problems with this aspect 
as some communities where he worked do not have an 
appropriate hall or gathering place big enough to accom-
modate both. the 'actors
' 
and the audience. In the 
community drama with the community of Montcreef Farm. 
the problems with the venue were overcome as follows 
The area where the people lived did not have a 
. suitable venue. At first the idea of using an 
open area was thought of, but deCided against be-
cause it was not feasible. At the time of the 
preparations it was the middle of the rainy season 
and to have the performance in the open air on 
a Saturday afternoon would attract too many of 
the disruptive elements who were under the influence 
of alcohol and dagga. 
To overcome these problems, we obtained permission 
to use an empty church hall, a distance away from 
the area of residence of 'actors'and audience. 
This hall and Montcreef Farmwere linked by a 
railway line conveniently situated within easy 
reach. On the day of the performance, everybody 
arrived all transported by rail! (Droomer & 
Van Biljon, Case Study, 1979, 13). 
The value of open-air venues for the performance was· 
an aspect of community drama repeatedly stressed by 
Professor H. Ferrinho.lln rural Botswana (Kiddand 
1. Other aspects, dealt with in this chapter, were the 
stage and stage props, equipment, and lighting; the 
question of 'acting ability' (see 5.2.2); the absence 
of any need for a fixed or written text for the plays; 
the role of a narrator; the abstention of the enabler; 
and children's behaviour in audiences. See Footnote 4 
Chapter 1. 
Byram, 1978), it would also seem that the performances 
of popular theatre took place in open-air venues. 
The author is not in favour of this idea and, i"n his 
view, it is not advisable within the urban communities 
where his experiments were carried out. The author 
utilised an open-air venue in his first experiment of 
community drama in the squatter area of Vrygrond (see 
2.2. 1 ) :-
The community theatre took place on a Saturday 
afternoon in the backyard of a local leader's 
house. Fortunately the host had a high fence 
around his yard and an entrance fee was charged. 
That way a manageable audience was accommodated 
and the disruptive element was discouraged from 
attending. This natural environment formed an 
integral part of the surroundings in the community 
134 
. and contributed towards a relaxed and social 
atmosphere. The audience felt free to parti-
cipate and interrupted the performance without 
disrupting the proceedings of the drama (Van Biljon, 
Case Study, 1978a, 4). 
The above-described venue was suitable for the specific 
purpose and the nature of this drama. This community 
resembles a rural area in many ways and, therefore, the 
open-air venue had advantages. In the other communities 
where the experiments were carried out, it would not be 
appropriate. When a community drama is undertaken within 
a densely populated area with overcrowded living condi-
tions, the ~xcitement of the performance could draw many 
people who might not have a specific interest in the 
issue. They would then be·disruptive of the smooth 
implementation of the medium. In the Vrygrond drama 
(see 2.2.1), the performance drew the attention of 
drunkards, even though the proceedings were relatively 
protected from the disruptive elements. 
5.1.3 Seating Arrangements 
Seating arrangements are important as they define the 
relationship between the audience and the 'actors'. 
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The author discovered that the audience can becomB rest-
less when they are not appropriately seated and for this 
reason the arrangements need to be taken care of before 
the performance commences. At the community drama with 
the boys at the Youth Leadership Camps (see 2.4.1), they 
posed no problem :-
The natural venue for their drama was the one 
tent where the boys usually had their meals, 
received lectures and met for discussions. 
When the preparation for the play was completed, 
the 'actors' prepared the venue in no time. 
The tent had rows of chairs and tables and with 
two tables in the front of the tent cleared. and 
the chairs shifted to the sides. the stage was 
set. No other equipment was necessary (Van Biljon, 
Case Study, 1980a. 3). 
5.1.4 The Stage 
The choice of the stage is also relevant for community 
drama. In the abovementioned example, the choice was 
fairly simple and the participants were contented with 
the arrangements. The author has experienced that some 
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'actor' groups may perceive the stage to be of more 
importance. For example, the novelty of the curtains 
on stage and public address systems of the conventioRal 
stage proved the drawcard for the interest of the parti-
cipants in the community drama of Montcreef Farm (see 
2.3.1). The author regards the use of the conventional 
stage as not important for the purposes of community 
drama and in his experience observed it to create a barrier 
bet~eenthe audience and 'actor' when utilised. 
5.1.5 Theatre Props 
A few chairs may be needed 'on stage l but these props 
should be used sparsely. At the performance of the 
Crdche Group (see 2.3.3), the equipment 'on stage' con-
sisted of three chairs and a small tea table. These 
furniture pieces could easily be moved around and provided 
great scope for improvisation for the 'actors'. In 
the Vrygrond community drama (see 2.2.1), the chairs 
had a different effect :-
Dn the Vrygrond community dramaJ an entire 
lounge suite was dragged out of the house and 
arranged on stage. This comfortable suite 
took up most of the space intended for the 
acting, with the result that the actors all 
went for these chairs. Once they proclaimed 
them as theirs, they did not want to move again. 
The result was that the play was characterised 
by very little dramatic movement and lapsed into 
a dialogue with the actors all comfortably seated 
and the audience bored to death! (Van Biljon, Case 
Study, 1978a. 4). 
The inexperienced enabler migh~ find it difficult to 
accept that arrangements such as elaborate stage equip-
ment and intricate lighting and sound systems are all 
quite unnecess~ryr These technicalities inhibit spon-
taneity. The author experienced that the 'actorsf need 
to be encouraged to keep their dress natural because 
they might be under the impression that they need to 
'dress up' for the 'concert'. A few basic props may 
add to the authenticity and assist the 'actors' in por-
traying their roles naturally and realistically. 
elementary accessories may also add to the dramatic 
versatility and provide added entertainment for the 
audience. 
5.2 PERFORMANCE OF THE DRAMA 
These 
In this section the author looks at the qualities of 
the drama, the impo-rtance of real ism in role portrayal, 
the specific performance of the 'actors' and narrator, 
and the enablers" pa-rticipation in the drama. 
5.2.1 The· Drama V 
Hansen assigns the following qualities to the play 
1. It had to be simple and human, yet concrete 
and definite so that the meaning could be 
understood at once in terms of the problem. 
2. I~ had to be objective with all sides of the 
question given equal emphasis. 
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3. It was not to settle or solve the problem, 
merely present it fairly from all points 
of view. 
4. It had to be interesting, vital and 
stimulating. 
~ Above all, it had to be provocat i ve so as 
I ~to start immediate and spontaneous group 
discussion among spectators (1949, 165). 
The author agrees with the qualities as described by 
Hansen, but in his experiences he found that it is not 
always possible to present a theme objectfvely (see 
Hansen, paint 2). Another researcher in this field, 
f. Nadia Razi·s, comments: IIThough a heavily biased, didactic 
and emotionalty charged approach may have a stronger 
short-term impact, deeper, lasting convictions usually 
fl 
take place in full consciousness of all alternatives, 
(1980, 102). 
Owing to the limited time the author allows for the phase 
when the idea of community drama is introduced, prepared 
and rehearsed, he concedes that the drama as he sees 
it is not likely to meet the requirements suggested by 
Razis~ The 'actors', being concerned with a mutual 
issue, are bound to portray an emotionally biased idea. 
The author regards this one-sidedness as a natural pheno-
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menon in community drama and quite acceptable. Me accepts 
this because he does not attach any Importance to the 
necessity for the dramatic presentation to 'do all the 
work'. The performance only prepares the audience and 
stimulates while the real learning and consolidation 
of ideas follows during the discussion and follow-up 
periods. 
, 
The following description of the scenes from the play 
with the Cr~che Group (see 2.3.3) should give an indi-
cation of how the plot can develQ~ : 
Scene I The play starts with the community 
worker dOing her rounds in Lavender Hill. 
She knocks on all the doors, trying to 
establish contact and to enquire about 
the needs of the people. She knocks 
on the first door, but the response is 
very negative and she is sent away by 
the woman who is more interested in her 
wine drinking than the problems of the 
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area. On another visit she meets another 
lady who is· glad to discuss the urgent 
need of a day care centre for.children 
in the area. The community worker en~ 
quires whether they could use her house 
and she agrees with the provision that 
her husband has to be in agreement too. 
Scene 2 The lady carefully approaches her husband 
and tries to convince him of the necessity 
for a cr~che. He is not keen on the 
idea at all and prefers to enjoy his 
meal, to relax, and to watch his favourite 
programme on television. He finally 
agrees, provided that their furniture 
does not get damaged. 
Scene 3 The community worker pays another visit 
to the lady. She is delighted to know 
that they can start with this project 
and they discuss the preparation for 
the childrents arrival. 
Scene 4 The first day at the cr~che is marked 
by a chaotic situation. Several mothers 
arrive with their Children, they pay 
their fees, discuss the functioning of 
the cr~che, and try to calm the children. 
Scene 5 The cr~che moves to a new venue and the 
teacher and assistants are seen vigorously 
cleaning and preparing for the inspection 
by the Health Inspector. They are not 
allowed to operate their cr~che without 
being registered and this health certifi-
cate is the crucial document needed for 
regist~ation. 
Scene 6 The teacher and assistants discuss the 
visit the creche had from the officials 
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and imitate their behaviour and mannerisms, 
much to the amusement of the audience. 
Scene 7 
5.2.2 Realism in Roles 
They also discuss their invitation to 
a leadership course in the Vrygrond squatter 
area and express their ambivalence regarding 
attending. The scene ends depicting 
a session of this course where one member 
engages in public sp~aking and a demon-
stration. 
The group has to move again and this 
time the creche moves to its present 
venue. They have just moved in and 
need the support of the parents (Van 
Biljon, Case Study, 1979c, 2-3}. 
The author learnt that participants tend to confuse 
community drama with what is commonly known as 'acting'. 
The idea that the participants must be able to 'act' 
is a direct result of this misconception, which may ob-
struct the purpose of a proposed community drama. Through 
the author's experiences in the medium, he became increas-
ingly aware that the 'actors' iM community drama do not 
have to have 'acting ability'. Realistic portrayals 
of roles in community drama are a result of the inner 
belief in the issue portrayed and do not necessarily 
rely on artistic talent. 
Most of the community groups the author was involved 
with consisted exclusively of women. When community 
drama was undertaken with these groups, the participants 
faced the problem of a lack of male figures when men 
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were needed in the performance. In the 
community theatre with the women's group in Cafda 
Village (see 2.1.2), the women dressed up as men and their 
performance was unconvincing. In fact, it had the 
reverse effect and made a mockery of the males in the 
community! 
( The author is of the op i n i o~}:~~~._ the I actors I do not 
.... ~-~"' .... 
.. always have to ortray 'themselves'. When they identify 
'.-"'---=~- ~~ -- -,-
-----~ --
. I -f another, and their inner belief will come across effect-
~ ...... / 
~ .... , 
, \. . 1 
.. ~. 1 ve y. 
1'" 
\ lactors' to portray their drama outside l . their own 
lenvironment with other communities (who are able to identify 
with the issue) is open for further research as the author 
has not yet h~d the opportunity to test this idea. 
In a discussion 2 with June Rabson (an expert in psychG-
and sociodramatic techniques), the author learned about 
a co~munity drama which was originally performed in the 
Crossroads community in Cape Town. Afterwards it was 
taken to Soweto in Johannesbu~g. The audience in Soweto 
had no difficulty in identifying with the drama. The 
theme was just as applicable to their situation as it 
2. The author discussed community drama with June Rabson 
informally during 1980 when a workshop on community 
theatre was planned. During these discussions 
experiences with the medium were exchanged and proved 
most stimulating. 
was with the original audience and. according to Rabson. 
proved to be highly effective. 
As mentioned earlier, the author believes that an essen-
tial prerequisite for the 'actors" acting to be con-
vincing, would be for them to bel ie~fL_$.tJ:Q_n.gly.~_in the 
'-._~_~_. _,~ __ ... ~~ •• ,~ •• _ ... ~.>.' • .,--__ ~.-._~ • ~ ." .", ""_ •• "'r._.=~ ""_ 
group1s shared idea . If they do not share a dedication 
. ~ ---",-, 
t~ communicate and do not believe in their message, it 
will show up during their performance. 
but not convince. 
They might amuse 
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This dedication allows for another important characteristic 
of the drama.namel~ that with the idea well engraved 
in their minds. the play does not have.to be recorded. 
Leis says that lithe script is never final ll (1978, 11) 
and, therefore., it should not be memorised. 
Byram also comment .-
Kidd and 
'r' Instead Of' a heavi ly scripted approach, the 
\ performances are based on improvisation. enthu-~ ? \ siasm, and a plot-line which is worked out by /./'''1- the actors themselves. This approach works . fJ .. ' ,W~ll prec~sely because th~ act~rs are familiar '/''i,,~wlth th~ Issues and the sltuatlons they are 
\.' tesentlng .. (l978. 172). 
An example of the performance in the drama by the 'actors' 
is depleted in this extract from the community drama 
with Montcreef Farm, where the acting was spontaneous 
and convincing '-
Van Biljon The opening scene with the shebeen 
queen on the one side and the church 
scene on the other corner of the stage 
was striking; it enabled the audience 
to realise immediately that the wife 
was one of the main characters, being 
the alcoholic, with the husband on 
the other side, upholding strong prin-
ciples. This scene also depicted 
her neglecting her children because 
of her constant drinking. 
Droomer In the second scene the role of the 
health auxiliary came to the fore 
strongly, as she invited the wife to 
come to the Children's Clinic the fol-
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lowing day. Sarah. of course, quickly 
went for support to her friend, the 
shebeen queen. The next day the health 
auxiliary came and escorted her to 
the clinic. 
Van Biljon Yes, the role of the health auxiliary 
was very prominent ~t the clinic. 
She assisted the community health sister in 
carrying' out he.r duties. She called 
the people in and helped to weigh the 
babies. When all the mothers were 
gathered in the waiting room, she 
assisted them by interpreting the medical 
terms used by the health sister. Being 
part of the community, she knew the 
people far better than the outside 
nurse. and therefore she was able to 
interpret clearly what the sister had meant. 
The clinic sister does not have the 
necessary time to interpret instructions 
to individual patients. but the health 
auxiliary has. and thus fulfilS a great 
need. 
Droomer Looking back at the next scene we came 
across the health auxiliary inviting 
one of the community members to the 
next health auxiliary meeting which was to 
tak2 place in the very same house of 
the shebeen queen~ th~ place where 
the wife usually goes to drink. 
Van Biljon Don't forget about her friend who was 
also invited and who mimed her washing 
role at the only tap in the area. 
She did this realistically which shows 
that the discussions prior to the per~ 
formance definitely cleared her mind 
so that she could portray'her role reali-
stically. 
Droomer: 
Van Biljon 
Droomer 
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The focus of the theatre was the meeting 
to train the health auxiliaries. There 
again the health auxiliary portrayed 
her role in a realistic manner. She 
managed to transmit the role of the 
health auxiliary effectively using 
colourful posters, depicting the various 
nutritious values of food. 
I observed the audience's reaction 
and during this scene they listened 
attentlvely. I found certain scenes 
very amusing, but to them it was serious 
reality. They identified strongly 
with the actors' performance. 
The reality was such that the wife,' 
much as she needed the health auxiliary, 
could not stop her drinking habits 
immediately. In the final scene, 
her husband indicated that he still 
believed that she would change and 
improve. He also realised that continu-
ing support on his part could help. 
I think that the audience found this 
to be realistic. People with deep-
rooted problems do not change overnight 
(Droomer & Van Biljon, Case Study, 
1979, 3-4). 
With the scenes not thoroughly rehearsed, the author 
observed that the 'actors' are inclined to forget the 
sequence of the scenes as decided during the rehearsals. 
Even silences may. occur when the 'actors' forget the 
rehearsed ideas. The author considers this to be natural 
and observed that the 'actors' mutually assist each other 
as they pass on the information by whispering when the 
need arises. They might also add new words and actions, 
sometimes changing the sequence of the drama altogether. 
The author observed that some 'actors' were nervous at 
first but. once on 'stage', tended to prolong the drama-
tic action. 
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5.2.3 The Narrator 
If the community drama comprises several scenes, the 
author experienced that a need may arise for a narrator 
to act as a link between the various scenes. If the 
drama consists of several complex scenes (see 2.3.3), 
the importance of the narrator's role increases and must, 
therefore, be carefully selected from the core group 
of 'actors'. 
In the author's experience. the appropriate person for 
this role will show up naturally from the group discussion 
which preceded the play formulation. The enabler does 
not have to use the term 'narrator' when suggesting to 
the group that somebody needs to link the scenes, as 
? the leader in the group usually assumes this role spon-
taneously. The author also observed.that when the 
enabler assumes leadership during the preparation phase, 
the group will be over-dependent and the potential nar-
rator will not have confidence in his own capabilities. 
A difficult and almost impossible task will follow when 
the roles have to be transferred. For this reason, 
the enabler must see that independence and leadership 
are vested in the group from the start. 
The narrated descriptions, when provided between the 
different scenes, are not only aimed at the audience, 
but they simultaneously provide cues to the 'actors', 
subtly informing them about important details that they 
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might forg.et. Thus the narrator provides the necessary 
link to ensure the easy flow of the play. An effective 
~ narrato~ also prevents uneasy silences developing between 
the various scenes. The success of the play with the 
Cr~che Group (see 2.3.3), was larg~ly due to the efficiency 
of the narrator:-
In this play the narrator's role was assumed by 
the matron of the cr~che. She was a central 
figure throughout the development of the project 
and as the scenes covered a time span of over two 
years, the audience would have become very con-
fused if the scenes were not linked properly. 
The narrator had to expound on and convey a fair 
amount of knowledge in between the various scenes 
(Van Biljon, Case Study, 1979c, 3). 
With this important task in mind, the narrator has to 
have a clear understanding of the content and sequence 
~f the scenes. A short note with the summary of the 
~----------------------
scenes could be an effective support. In the community 
~ . ~
drama ~ith the Hire Purchase group (see 2.3.2), the author 
observed that the narrator made use of a note on which" 
the sequence of the scenes from the drama w~s recorded. 
This proved to be an important guideline for the narrator 
who was inclined to be forgetful. 
The author also observed that narrators are inclined, 
especi"ally when they feel over-committed about their 
idea, to start 'preaching' to the audience. The nar-
rator may become too involved in his role when he starts 
to explain and interpret the dramatic actions to the 
audience. The author believ~s that the narrator should 
not interpret the message, as the drama does the latter. 
The author observed that this situation can be avoided 
when the narrator understands his role. 
The narrator can also participate in the drama, especially 
~i f the rei s a s h 0 r tag e-o f-'-act 0 r s' top 0 r t ray v a rio u s 
scenes. The author observed the interaction and varia-
---_. 
tion of roles taken up by the narrator in the Hire Pur-
chase play (s~e 2.3.2) and the play of Peter Speyer 
(see 2.2.2). On both occasions the audience accepted 
this variation and it was in congruence with the effect-
iveness of the message. 
5.2.4 Participation of the Enabler 
Community drama is a lively and exciting medium and the 
enabler might find himself tempted to participate actively 
in the .dramatic presentation. The author experienced 
this feeling mainly with the first experiments as he 
was more concerned about the success of the performance 
than any of the other participants! S elf -dis c i pi i ne 
and control have to be exercised as the enabler's parti-
cipation could positively cancel the very attributes 
of the community drama. Kidd and Byram (1978) explain 
that extension workers took an active part in the community 
drama in the Laedza Batanani performances in Botswana. 
148 
The author seriously questions the wisdom of this involve-
ment as his experience has taught him that the enabler's 
involvement could cause the other participants to become 
inhibited. They are afraid to express their own ideas 
as the 'enabler knows best'. The responsibility of the 
practical arrangements for the drama is left to the enabler 
and. w6rst of all, this dependence will show through 
at the performance with the 'actors' not being convincing. 
During the performance. the enabler may be seriously 
tempted to try and 'rescue' the show, especially if there 
are long silences or when the 'actors' seem to have for-
gotten what they wanted to do next. The author advises 
that the enabler should resist this temptation to inter-
fere with the performance but must allow the 'actors' 
f self determination. The author believes that the only 
time interference is justified wi1T15e'Wfieii tfle 'ac-t'ors' 
.,...,.......,,------
fin d d iff i cui t yin term ina tin 9 therr-perfOriTIa n c e . At 
the commun ity drama ~CfieM-aTlag-em'e·nt· Course 
(see 2.4.2), the author terminated the drama naturally 
by applauding. The rest of the audience caught on and 
followed his action. In this drama the 'actors' had 
very little time to prepare and they were uncertain re-
garding the termination of the drama even before they 
had commenced. Thus the author views his interruption 
as essential as it prevented the performance from being 
unnecessarily drawn out. losing its communicative power. 
Bert Hansen describes how in the experiments with 
community sociodtama the groups were confronted with 
problems without "a restraining arm of authoritative 
expertness or a polished performance on the part of a 
speaker," (1949, 163). He continues ~o explain that 
"this sense of expertness in the speaker often creates 
in an audience a self-consciousness and f~ar of saying 
the wrong thing which limits or entirely blocks 
participation in connection with group discussion 
on seemingly difficult and complex problems" (1949, 163). 
The author experienced that his own participation had 
a similar effect on the performance of the 'actors' and 
thus Hansen effectively endorses _ the enabler's conscious 
withholding from partiCipation. 
5.3 SIDE ATTRACTIONS 
Community drama, as one type of community theatre, should 
be entertaining in order 10 capture the attention of 
Therefore. the drama can be accompanied 
by a variety of side attractions such as songs and dances. 
Michael Kahn reports that in popular theatre "usually 
. a three scene drama is presented, interspersed with songs 
and dances which summarise and reinforce the message 
, in the drama" (1980. 59). These side attractions could 
contribute towards making the drama more interesting. 
but by including them in the play, the enabler also runs 
the risk of transforming the community drama into a 
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Ivariety concerti with the entertainment aspect 
exaggerated. 
As a communication medium, community drama must present 
a powerful and effective message. If too much variety 
" . 
is provided, some of the communicative attributes will 
be lost, the audience might be bombarded by a variety 
of ideas, and the main objective of the play could be 
completely lost. The author believes that side attractions ~ 
are acceptable when directly relevant to the drama. 
Radtke comments: IIEducational messages are limited to 
one or two ideas which are emphasized throughout the 
program or performance ll (1978,3). 
Side attractions could absorb precious time and they 
require added organisation and preparation. In the 
authorls experiences, they proved to be more problematic 
than advantageous. Participants in the side attraction~ 
tended to be inhibited at first, thus creating long-
drawn-out silences between the various items. The author 
observed that in the Montcreef Farm community drama (see 
2.3.1) the 'actors' enjoyed the novelty of 'performing' 
once they were 'on stage'; and as a result completely 
overstayed their welcome! 
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5.3.1 Opening Prayer 
Religiously orientated groups participating in a community 
drama may request the performance to be opened with a 
prayer. This happened at the community drama in Mont-
creef Farm (see 2.3.1). A mere prayer may seem unex-
ceptionable when taken at face value, but when the pos-
sible effect on the audience is taken into account. a 
well-intentioned prayer could cause embarrassment. 
Individual members in the audience may represent various 
church denominations or even completely different religions. 
The author has noticed that serious differences often 
exist within this sphere and unwittingly"an opening prayer 
brings these differences into the performance. The 
message of the prayer may even be in direct contrast 
to the ideas of the drama; the prayer may inspire acceptance 
while the drama may very well motivate the audience qu~stion and 
to take action. 
5.3.2 Opening Speech 
Ferrinho (1971) describes the use of the local leader 
in his experiments with community theatre and mentions' 
that the speaker can reinforce the message to be com-
municated through the play. The author feels that such 
asp e e c h, as i n the ca sew i t h t he prayer, has. me r i t if 
the leader is well respected and dedicated to support 
the objective of the lactors'; but should the audience 
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consist of subgroups 'and the public speaker be in dis-
favour with some of these sections, his participation 
may very well cause a rift amongst the audience. He 
may also grasp the opportunity of a platform from which 
he. can propagate his own ideas. These risks cause the 
author not to favour the involvement of a pub,lic speaker 
in a community drama. 
Community dra~a displays the added advantage of stimulating 
potential leadership. By the involvement of the 'regular' 
leaders, people who might already be over-exposed to 
the public, potential leadership from amongst the 
'actors' and audience members may be stifled. The import-
ance of such leadership is enlarged upon in Chapter 7. 
5.3.3 The Use of Children 
When a community drama is arranged with a message that 
mainly concerns adults, the enabler could incorporate 
songs and dances by children as a side attraction. 
In the Montcreef Farm play (see 2.3.1), the author found 
children keen to participate. Their participation en-
sured the attendance of their parents and contributed 
towards the entertainment aspect. On the negative side. 
the author also observed that the children became rest-
less when the drama did not hold much interest for them. 
Professor H. Ferrinho observed this performance and 
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afterwards suggested that the problem could be dealt 
with by arranging for somebody to occupy them while the 
performance is in progress. The author, however, is 
of the opinion that their participation is, on the whole, 
a disturbance to the smooth flow of the drama, and he 
therefore does not favour their involvement when the.mes-
sage is aimed .at an adult audience. 
5.3.4 Locally Arrang~d Songs 
Locally arranged songs, sung to favourite tunes and 
incorporating the philosophy of the performance, can 
also accompany the community drama. L/Apart from the 
communicative power of music and song,vft also ha~ a 
strong emotional impact, creating a receptiveness to 
the message of the drama~ At the second drama with 
the Youth Leadership Camp for Boys, the author made the 
following observation :-
The actors were delayed because of their task in 
the kitchen. While the other gathered in the 
tent, we waited on them and they spontaneously 
started to sing their camp songs. At first they 
were hesitant, but as the singing increased in 
momentum, they became more inspired and this 
emotional feeling created a conducive atmosphere 
for the play (Van Biljon, Case Study, 1980a, 3). 
Th~ same effect was also achieved in the Montcreef Farm 
play :-
3 Van Biljon 
Droomer 
5.3.5 Local Artists 
The play was preceded by a number of 
songs from the children in the area 
and the highlight of the afternoon's 
performance was the solo sung by 
Rosalind, who adapted the Click Song 
using words that were based on the 
ideas of the play. 
Yes, she certainly had the audience 
on their feet as they joined in. . 
They started to applaud to the tune 
of the music and I was amazed at this 
warm reaction. It was as if they 
were being emotionally prepared for 
the play that followed these numbers 
(Droomer & Van Biljon, Case Study, 
1979, 4). 
Local artists in the community may also be invited to 
participate in the drama to provide variety and enter-
tainment. If they are well liked, they could act as 
a strong motivation for attendance, especially when the 
enabler intends drawing a large audience. 
3. The author is indebted to Anne Droomer for her 
assistance in this experiment. 
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CHAPTER 6 
AUDIENCE INVOLVEMENT 
6.1 THE AUDIENCE AS TARGET GROUP 
With the emphasis on communication between the 'actors' 
and the audience in community drama, it is imp.erative 
that the target audience be identified and then encouraged 
to attend the _drama. Fer r i n h 0 say s : ... 
Theatre is not, therefore, only or essentially 
a form of. rec~eation, an escapist fantasy 
from real life, but a 'judgment' of the life 
situation for motivating communal action aimed 
at changing that situation. To attain this 
the community theatre must be able to attract 
a large and interested audience and to make 
them experience the play in such a way that 
the spectators spontaneously fuse it in their 
minds and souls with their own real lives 
(1980, 110). 
The author supports this view, but he feels that the 
audience does not have to be 'large'. In fact. the 
target group for the audience will depend largely on 
the nature of the drama, the objectives of the partici-
pants, and the support that needs to be enlisted from 
the audience. Within the 'closed' commuhity of the 
Yout~ Leadership Camp (see 2.4.1), there was no problem 
of sele~ting the audience as all the boys and organisers 
were invited to attend the performance. With the 'open' 
community of Montcreef Farm (see 2.3.1), the enabler 
had difficulty in selecting an appropriate target group. 
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The author is in agreement that it is vitally important 
y that the audience must have an interest in the drama 
before finding it meaningful. 
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Should the enabler be intere~ted in innovations, the 
categorisation by Rogers and Shoemaker may provide useful 
guidance. In Chapter 3, Section 3.6 the author has 
already referred to their innovator and adapter types 
as possibly being represented by the 'actor' group. 
The audience g-roup, similarly, could perhaps be regarded 
as representing Rogers and Shoemaker's "early majority" :-
The early majority adopt new ideas just before the 
average member of a social system. The early 
majority interact frequently with their peers, 
but leadership positions are rarely held by them. 
The early majority's unique position between 
the very early and the relatively late to adopt 
makes them an important link in the diffusion 
process. 
The early majority may deliberate for some time 
before completely adopting a new idea. Their 
innovation~decision is relatively longer than 
that of the innovator and the early adopter. 
'Be not the last to lay the old aside, nor the 
first by which the new is tried ' , might be the 
motto of the early majority. They follow with 
deliberate willingness in adopting innovations, 
but seldom lead (Rogers and Shoemaker, 1971, 
184) . 
To complete the discussion on Rogers and Shoemaker's 
theory on innovative types may be added a description 
of the i'late majority" and "laggard" innovative typesj 
although, in the author's opinion, it is not essentially 
.important to reach members from these types directly 
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through the message of the community drama. The following 
definition illustrates how they delay accepting an inn~­
vation and as it is imperative to have an attentive audience 
who will actively support and lead in the follow-up 
programme, the late majority and laggards types are 
excluded. 
The late majority adopt new ideas just after the 
average member of a social system. Adoption may 
be both an economic necessity and the answer to 
increasing social pressures. Innovations are 
approac~ed with a sceptical and cautious air, 
and the late majority do not adopt until most 
others in their social system have done SOo 
The weight of system norms must definitely favour 
the innovation before the late majority are 
convinced. They can be persuaded of the utility 
of new ideas, but the pressure of peers is neces-
sary to motivate adoption. 
laggards are the last to adopt an innovation. 
They possess almost no opinion leadership. 
They are the most localite in their outlook of 
all adopter categories; many are near isolates. 
The pOint of reference for the laggard is the 
past .. Decisions are usually made in terms of 
what has been done in previous generations. 
This individual interacts primarily with others 
who have traditional values. When laggards 
finally adopt an innovation, it may already have 
been superseded by another more recent idea 
which the innovators are already using~ laggards 
tend to be frankly suspicious of innovations, 
innovators, and change agents. Their tradition 
direction slows the innovation - decision process 
to a crawl. Adoption lags far behind knowledge 
of the idea. Alienation from a too-fast-moving 
world is apparent in much of the laggard's out~ 
look. While most individuals in a social 
. system are looking to the road of change ahead, 
the laggard has his attention fixed on the rear-
view mirror (Rogers and Shoemaker, 1971. 184-185). 
The author does not see the community drama as able to 
accommodate all the members of an 'open' community, but 
he believes that the audience who do attend can play 
a role in facilitating the diffusion of the message to 
the wider community. eventually reaching the majority 
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and laggards types. Ferrinho provides an explanation '-
With community theatre. the initial impact is 
also strong. if not stronger, but with a more 
lasting effect because the actors r~main in the 
community and tend to behave in a way consonant 
with the roles they played in the theatre and for 
which they received the applause of the community 
(1980. 109). 
In the figure and categorisation overleaf, the author 
illustrates the ripple effect arising from community 
drama. : 
The community dramals message can also reach the large 
audience of an lopenl community when the community drama 
is performed repeatedly. reaching a bigger target group 
directly. The authorls experiments with community drama 
were not repeated within the same lopen' community and 
this idea of an ongOing programme of regular community 
drama is put forward by him as holding potential for 
fruitful research. 
If an immediate follow-up is envisaged by the enabler, 
it would be advisable to include in the target audience 
group the relevant power figures. The advantage of 
this has already been discussed in Section 3.4). 
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I 
Audience identifies 
with the message 
/ 
/ 
3 
Family and friends 
hear about it 
4 
Message reaches 
the masses 
1. The 'actors', portraying the message through dra~atic 
action. 
2. The audience attending the performance receives the 
message through an entertaining medium and identifies 
with the ideas portrayed. 
3. The message is carried over to friends and families. 
4. 'Ac.tors', audience members, and others, continue to 
spread the message. The message may lose its force 
but the communication may continue, especially through 
the practical implementation of the message. 
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In view of the importance of the selection of the audience, 
the author proposes that the enabler and 'actors' must 
steer away from an 'open invitation' when community drama 
is envisaged for the 'open community'. For example, 
in the ~ommunity drama with the Cr~che Group (see 2.3.3), 
only the parents were invited and invitations were addressed 
to them individually. On the other hand, the 'closed' 
community, e.g. the Youth Leadership Camp (see 2.4.1) 
lends itself to an open invitation. 
6.2 AUDIENCE IDENTIFICATION WITH THE DRAMA 
Community drama serves as an ideal vehicle to allow people 
c..---~ __ .. __ . ,,~ .... ~ ~~... . 
to see aspects of their own lives being per"formed by 
-_._----
t_~.~-'acJ..9~r_s~.-The dramatisation is a reflection of 
their own needs and ideas by people with whom they identify. 
Leis says: lilt brings people together to analyse their 
situatimlooking at the causes of problems and suggest-
~ ing solutions through dialogue, attempt to create aware-
ness among the people so that they should adopt a critical 
attitude towards their own situation" (1978, 4). 
Audience identification takes place on an emotional as 
----------
well as an intellectual level. According to Gerace, 
lithe immediate appropriateness of the arts for education 
resides in their power to reach the participant on the 
level of feelings and ,the spirit" 097~. 3). 
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6.2.1 Emotional Identification 
Community drama, being an 'on stage l extension of the 
community life, is bound to encourage the audience to 
identify with the drama emotionally. This emotional 
attribute is an important aspect which could be utilised 
by the enabler to support the programme of social action 
envisaged. Ferrinho refers to community theatre and 
explains that lithe theatre creates the feel ing that what 
they desire is possible ll (1971, 34). The author observed 
an emntional identification of the audience with all 
the experiments he was involved in. However, he finds 
this aspect _ limited and would not over-emphasise this 
attribute within the context of community social work. 
It would seem that with other experiments in rural areas 
the emotional value is emphasised more. Kidd and Byram 
(1978) experimented in the rural areas of Botswana, and 
Ferrinho, who worked in rural Mozambique~ also attaches 
great value to emotional identification. Ferrinho 
explains that :-
The people who are members of thesa communities, 
like all people with a low cultural level, are 
more easily influenced by emotional factors than 
those based on reason. The theatre can help to 
build a bridge between such an external rational 
foundation and the elements of the group by 
creating a public opinion favourable to the 
adoption of rational planning and an atmosphere 
favourable for people to become interested in 
specific information regarding aims and means 
(1971,37). 
The emotional value of community drama was also enlarged 
upon by community development officers in MalaQi. 
The author discussed the use of the medium with them 
during a study tour to that country in January 1980 and 
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the following is a record of one of the discussions held :-
Mrs. M.S. Sichinga, assistant Community Develop-
ment Officer at the Zomba District Headquarters, 
explained that the homecraft workers, whom she 
supervises, held these courses in the villages 
and atthe completion of the course, an exhibition 
is held. Apart from the articles on display, 
they also engage in a demonstration, explaining 
through dramatic action what they have learnt and 
the advantages of participation in these classes. 
The exhibition usually draws a big crowd and on 
the workers' return to the village for further 
classes, they find that the number of people 
interested usually doubles. 
The exhibition usually ends up in a festive' mood 
as the workers join in with the women in their 
traditional dances. Although the people arrange 
everything, the workers do join in at the end to 
show their solidarity with the village people. 
A guest of honour is also invited to add status 
to the event and the other development workers 
in the area are also invited for the occasion 
(Van Biljon, 1980, 35). 
5.2.2 Intellectual Identification 
The author regards the intellectual identification as 
in line with the concept of 'alienation', a term coined 
by Brecht and referred to by Brook 0-
Alienation is above all an appeal to the spec-
tator to work for himself, so to become more 
and more responsible for accepting what he sees 
only if it is convincing to him in an adult way •. ~ 
Brecht believed that, in making an audience take 
\ 
stock of the elements in a situation, the 
theatre was serving the purpose of leading 
its audience to a Juster understanding of 
the society in which it lived, and so to 
learning in what ways that society was 
capable of change (Brook, 1973, 82). 
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Although the author regards the performance as fostering 
intellectual .stimulation and identification with the 
audience, he does not see the performance phase as solely 
responsible for intellectual activity. The drama tends 
to be rough, unrehearsed, and dogmatic; the intellectual 
----~~--~.-~ 
stimulation it aims at is mainly applied and at work 
_ ~ _~. ~ .. __ ,",,~. __ ~.r-=-_"""""'_""'---"_- ~ __ .. _.....-..,.,.-._'=-' -",-~,... __ •. _~ _ 
during the post-performance discussions and follow-up 
phase~ 
6.3 ACTIVE AUDIENCE PARTICIPATION IN THE PERFORMANCE 
The audience could, apart from its identification with 
the drama, also be provoked to participate actively in 
the dramatic performance. Kidd and Byram explain that 
lithe spectator is no longer a passive recipient of 
government messages; he is provoked by the performance 
and the educational programme to respond in an active 
way II (1978, 1 71 ) . 
The author has observed audience participation in the 
dramatic action of the performance difficult to accomplish. 
In most of the drama with which the author experimented, 
the audience's attention was focussed on the dramatic 
action. They were intrigued by what: they saw and 
would not have thought of participating spontaneously. 
If the I actors I are prepared and moti vated beforehand. 
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the audience could be invitedto come 'on stage' to parti-
cipate. But in cases mentioned, even though the separa-
t I on between, the I stage' and the audience was not strict, there 
was no active audience participation. However, other 
enablers seem to have had more success in this direction. 
In her experiments with community theatre, Kirsty 
Douglas obser~ed :-
The barrier between the actors and the audience 
was minimal, with the audience often taking an 
active role in the theatre. The situations 
portrayed were so real and easy to identify with 
that barriers were negligible. The actors. 
because of the spontaneous nature of the theatre, 
could easily incl,ude members of the audience who 
became over-involved in the presentation, into 
the play; e.g. a scene portraying the community 
dentist became so real to one drunk member of 
the audience that he leapt up, sat himself on 
the Ide n tis tis C h air I and ,r e que s ted t hat his , 
tooth be extracted. The actors had no trouble 
in incorporating him into the presentation (Douglas, 1981, 2). 
SThe narrator may be a,key figure for facilitating active 
~udience participation.' In the community drama with 
the Cr~che Group (see 2.3.3), the narrator accomplished 
au~ience participation naturally in the following way :-
At one stage the narrator could not remember 
what 'Copo-Kimo' meant. This was the title 
of the leadership course they attended and in 
full it meant: Course of People's Organisation. 
The narrator posed, quite spontaneously. the 
rhetorical quest ion to the aud ience. One of the 
audience members responded to her question and 
this comment stimulated an intense discussion 
between the actors and the audience (Van Biljon. 
Case Study, 1979c, 3). 
Leis provides another alternative: "Actors can be mixed 
with the audience so that on some dccasions they speak 
from there so that the audience feels that they are 
part of all this" (1978, 12). Audience members who 
are known for their contradictory views may even be 
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s pee i all yin v ii: ed, pr epa red 0 n w hat the y are abo u t to 
observe, and requested to challenge the ideas presented •. 
Balcomb refers to an example~of active audience involve-
ment in Zambia .-
Mr. Kabwe Kasoma, one of Zambia's leading play-
wrights, told us of presenting one of his plays 
to a village auaience near Chipata in eastern 
Zambia which generated so much excitement that 
members of the audience jumped up and started 
arguing with the actor who portrayed an arrogant 
official (1978, 18). 
Boal recommends that 
The actors develop [the scenEil it to the point at 
which the main problem reaches a crisis and needs 
a solution. Then the actors stop the performance 
and ask the audience to offer solutions. They im-
provise immediately all the suggested solutions, and 
the audience has the right to intervene, to correct 
the a~tions or words of the actors ... (1979:, 132). 
The author questions the feasibility of Boal's recommen-
dation. In community drama, the 'actors 11 in vo 1 vement 
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and contribution is based on a strong belief in the message. 
As soon as they are asked to move away from this known 
milieu t they might become inhibited or resort to carica-
ture. However t the author did experiment with a varia-
tion of Boal!s idea when community drama was utilised 
at the Cr~che Management Training Course (see 2.4.2): 
. The first group was a~ked to portray a cr~che 
management committee where all the usual problems 
and conflicts occurred. The second group was 
also provided with the information the first 
group re-ceived and was asked to prepare an 
'answer' to the first act. While the 'problematic' 
group prepared their performance, the second group 
prepared their 'dramatic answerl which was to 
follow as soon as the first group had finished. 
They had to observe the first group closely and 
adapt their answer to their observations, thus 
provIding alternatives to the 'problems' portrayed. 
The first roleplay resulted in a dialogue between 
the actors. The only person who managed to 
dramatise some of their feelings was a lady who had 
had previous experie~ces~in community drama. 
The second group knew that they had to reply to 
what they were watching, with the result that 
they.observed attentively. 1 also noticed that 
they met informally, to discuss and prepare their 
presentation. Remarks of agreement and dis-'" 
agreement further typified their participation. 
The first group's performance reached a climax 
and I terminated their presentation through an 
applause. The second group joined in and then 
the two groups changed roles. The second 
group was far more excited about ~ortraying their 
feelings and eagerly arranged themselves on 
stage. During their performance they tried to 
improve on the mistakes the first group made, and 
portrayed the alternatives for Management Committee 
functioning (Van Biljon, Case Study, 1980b, 5 & 6). 
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6.4 POST-PERFORMANCE DISCUSSION 
leis says "popular theatre Should arouse people's capacity 
. to participate and to decide things for themselves, to 
awaken their capacity to see themselves involved in 
tackling some common action so that they play a real 
part in everything which affects their existence"(1978, 1). 
The author regards the post-play discussion as the best 
.way to achieve this goal. 
Radtke emphasises the responsibility of the enabler to 
allow for group discussions by the audience and continues 
that "unless planners and discussion leaders respect 
the audience and are sensitive to the need to develop 
their ability to assess both information and entertain-
ment, group discussions can become as one-sided as the 
performance II (1978, 4). 
The concept of the post-performance discussion may seem 
easy to facilitate, yet the author experienced the 
opposite. Bert Hansen (1949, 163), in the experiments 
with community sociodrama, claims that "group discussion 
~ame as easily and naturally as conversation around 
a family dinner table". He continues that "by the use 
of elementary drama as a 'warming up' process, the socio-
drama aimed to reduce the problem to such elementary 
human relations in such simple, concrete situations so 
familiar to the partlcipants" (l949, 163). The author 
agrees with the 'warming up' attribute of the performance, 
but experienced that a critical stage develops as the 
audience may not be used to the idea of 'staying behind' 
to meet for a discussion. When the 'actors' are not 
used to the idea either, there is a strong risk that 
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nobody might take the initiative to facilitate discussions. 
In the Montcreef Farm community drama, the participants 
were not prepared for this task (see 2.3.1) and the 
author had to assume this responsibility. 
While the enabler may be convinced of the urgency for 
audience discussion, the 'actors'may not be equally 
concerned about its appropriateness./ If the narrator 
is envisaged as initiator of discussion, the enabler 
must ensure beforehand that this role is fully understood! 
Without due appreciation of the need for audience parti-
cipation, the narrator may be reluctant to initiate these 
group discussions. At the Youth Leadership Camp for 
Boys (see 2.4.1) the 'actors' were prepared for the post-
performance discussions with positive results:-
I called the group together after their prepara-
tionand disc.ussed the idea of audience partici-
pation. I mentioned the use of the small group 
discussion method and much to my surprise, they 
knew exactly what I had meant. After analysing 
. their positive response, I realised that there 
could be two reasons. for their positive reaction: 
they had used the method earlier during the camp, 
or,.they were used to the idea as I had used it 
with them when I initiated the original discussion. 
When the drama was eventually performed, the 
narrator spontaneously initiated the audience 
discussion (Van Biljon, Case Study, 1980a, 4). 
The author observed that, for the discussion to be 
meaningful, enough time is needed for the audience to 
discuss their ideas thoroughly. This point should be 
considered when preparing for the community drama (see 
5 • I ) • The author has been involved in some community 
dramas where all the energies were absorbed by the 
performance of the drama. 
avoided at all costs. 
This situation should be 
The author has ~iscovered that groups who tend to be 
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more extrovert in their expressions may show more feeling 
in the dramatisation of their ideas, while more introverted 
. groups may be less forthcoming. With the emphasis on 
the message and not on the quality of the dramatic action, 
there may be a difference in the vigour of the 'actors" 
performance, but this does not prohibit intense audience 
discussion. In the drama at the Cr~che Management Train-
ing CGurse (see 2.4.2), the performance was characterised 
by little movement, action and diversity. However, 
the 'actors' and the audience shared the. same training, 
ideas, and feelings, and identified strongly with the 
performance, although it mainly consisted of an intense 
dialogue:-
The groups struggled at first to discuss relevant 
issues with the discussion slowly gaining momen-
tum. Later on virtually all the members parti-
Cipated and raised pertinent. often delicate 
issues concerning the functioning of the manage-
ment committees of their own cr~ches. The 
discussion was immensely intense, everybody was 
closely absorbed and, [ifJ we had the time the 
discussion could easily have been prolong~d 
till late. Unfortunately, the discussion had 
to ~e terminated for the hostesses were ready 
to serve the meal that they had prepared for 
the evening (Van Biljon, Case Study, ,1980b, 5). 
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The author experienced that the post-performance discussion 
can be carried out in the whole audience as one group 
or by utilising well known small-gro~p techniques. 
Discussions in small groups are favoured by the author, 
but there are times when they are not appropriate. With 
the Cr~che Management Training Course (see 2.4.2), the 
group of lactors l and the audience were small enough 
to facilitate discussions allowing maximum participation. 
The group was not keen to be divided into small group 
because :-
The general feeling was that they did not want 
to miss out on any of the comments made by the 
other members. I think that they were scared 
that somebody might say something against them 
without them being present to defend themselves 
(Van Biljon, Case Study, 1980b, 5). 
If the enabler visualises using the small-group discus-
sion method, the person initiating the discussions must 
have a clear understanding of its application. The 
method involves some organising, especially if the 
audience is not used to discussing issues in this fashion. 
1 
The author views the narrator (see 5.2.3) as being the 
ideal person to facilitate the discussions. If the 
narrator assumes this role of discussion co-ordinator, 
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Once the audience has been subdivided into smaller groups 
of approximately four to six members per group, specific 
discussion topics can be provided to them. In the com-
munity drama with the Cr~che Group (see 2.3.3), the 
t 
I 
narrator subdfVided the audiencel into smaller groups 
to enable them to discuss the drama'~ message :-
But here we have the parents, let's ask them how 
they feel about it, maybe they can give us some 
answers. Parents, how dol you feel about the 
play? We would like to hear your fealings and 
for that reason we are going to form smaller 
groups for discussion purposes. 
Mrs. Goliath, you and the bthers in the one 
corner, Mrs. Adams from yo~ onwards in the other 
and the other group can me~t right in front. 
Please discuss what you have seen and select one 
person in your group to report back after we 
are al finished ~ith our di~cussions (Van Biljon, 
Case Study, 1979c, 3). : 
I 
Once the audience has been subdi~ided, these small. groups 
need to select from among their own ranks a representative who 
~ould provide a summary of their discussions to the 
audience at latge. The author ~uggests that they could 
select a discussion leader and recorder as well. but 
these guidelines should be appli~d flexibly with the 
I 
onus on the groups to discuss al~ relevant issues in 
. I 
the way they feel most comfortable. 
The audience. when seated in rows, may hesitate to form 
small circles for discussion putposes. The author 
i 
experienced the necessity to pr~pare the narrator and 
'actors' so that they wb~ldassiJt with this activity. 
I 
The 'actors' may need to encour~ge the audience to move 
their chairs in such a way that there would be fa~ial 
interaction. Community drama audiences ~re usually 
familiar with one another but it would be expected of 
the discussion leader that. onc~ the small circles .had 
been formed. he would ensure thaJ all the members in the 
groups were introduced properly Jf some ~ere not known 
I 
! 
to the group.! 
The 'actors' may assist the small groups in their discus-
sions but if this happens they are inclined to dominate. 
I 
I 
In fact. theyt~nd to influence [these groups in the same 
way as the enabler affects group participation through 
his direct participation in the !formation of the drama 
and the performance. The author has further observed 
that in most discussions the lactors' naturally refrain 
from participation. Small-group discussions encourage 
I 
, 
shy members to share their views and limit verbose members 
I 
to their small circle. effectiv~ly preventing them from 
dominating discussions in the b~gger audience. 
. , 
The author believes that the small groups are not aim~d 
at finality in the discussions. They are a technique 
to assist members of the audienqe to clear their minds 
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i 
the mes~age asperforJed by the ~actorst. 
I 
i 
The ideas raised in the small di'scussion groups should 
be ,ahannelled bac k to the I a rger aud i ence th roug h the 
discussion leaders and then discussed and clarified 
with everybody present. Atth~ second Youth LeaderShip 
Camp for Boys (see 2.4.1), the ~udience was divided after 
the performance into smaller groups for discussions and 
i 
the narrator instructed them to !evaluate the ideas. 
The result was as follows :-
After some discussions, the narrator asked the 
leaders to do the report-back. In most of the 
groups, the reports given were very positive at 
first. The narrator maintained a non-judgmental 
attitude and later on, as more and more groups 
reported. feelings were ~aised that had previously 
been suppressed. They d~veloped the courage and 
confidence to express the~r feelings. to criticise, 
and thus touched on serious issues that worried 
them. These issues related to the inconsistencies 
at the camp, as they experienced them during"the 
previous week. 
One of these issues concerned an unpopular camp 
leader whose election as leader was based on his 
good performance the previous year. During the 
report-back the boys shared their unhappiness 
about his arrogant attitude and complained that 
he acted in a domineering Imanner. This feeling 
of animosity was shared by the group en masse 
and various complaints we~e lodged against him. 
The person concerned felt :the situation unbearable 
and lefti although he had the ideal opportunity 
to share his side of the argument as well. 
It was extremely interesting for me to observe 
. how they needed the stimulation of the play to 
bring all these suppressed feelings to the surface 
through the discussion (V n Biljon, Case Study, 
1980a, 4). 
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FOLLOW-UP PROGRAMME 
Community drama (as described in this thesis) can be 
used by the enabler as a powerful communication medium. 
The author regards communication, however, as only an 
intermediate goal within the context of community social 
, .. 
work which aims at working on the needs aroused through 
-the community drama. Others agree on this pOint. 
Radtke says that planners, using entertainment to raise 
consciousness and awareness, have a responsibility to 
channel energies awoken (1978, 4). Leis adds that 
the popular theatre programme should become one part 
of an integrated programme of popular organisation and 
social transformation (1978, 9 ). 
The author has observed that the nature of the follow-
up programme depends largely on the theme' portrayed through 
the community drama-and the participants' objectives. 
For example, the purpose of the community drama in 
Montcreef Farm (see 2.3.1) was to publicise the role 
of the health auxiliary in the community and to gain 
recognition for its efforts. It was viewed as a means 
of canvassing so that they would 
become involved .in the training programme of 
the health auxiliaries. The follow-up would therefore, 
have been directed towards a programme whereby the 
i 
I 
I 
interested women would be provided with training and 
I 
active involvement in the progrdmme. 
I 
The follow-up 
directly from 
phase, as viewed fuy the author, 
I 
I 
the discussion by the audience. 
flows 
When 
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the small-group discussion meth~d is utilised (as explained 
in the previous chapter), the reporting from these dis-
cussions becomes meaningful onlY when it is followed up 
I . 
, 
by a discussion involving all the members of the audience 
and the I actors I;, An extract labout the commun i ty drama 
I 
at the Youth Leadership Camp (see 2.4.1) will 
illustrate this :-
Gradually, as the groups ~eported back on the 
discussions bad taken pla~e in their small groups, 
the issu.es raised represented more tif their true 
feelings. Their initia) reports tended to be 
o ve r- - p? sit ,i_ y e, and I g a i n e r the imp res s ion t hat they 
were nCt.sufnClently . conf ident to say what they 
really thought and felt. All their reports 
sou n d e d s i mil a r, all p r a i.s i n g the vir t u e s of the 
camp. However, after thiis 'formal ' response, individuals started to comment on serious issues 
that troubled all of them. 
The discussions that fOlllowed involved everybody, 
the camp organ i sers inc lluded. One of the 
leaders replaced the narrator who had to leave 
for kitch~n duty. The group discussion took the 
form of a meeting with the new 'chairman ' effect-ively channelling the va~ious questions to the 
appropriate sources, allowing one person to speak 
at a time. Following the boys' ac~usations, the 
organisers were provided [with the opportunity to 
share their ideas, thus establishing a lively 
dialogue and debate. The organisers cleared 
certain miSinterpretations and generally explained 
their motivation for certain attitudes and 
programmes. I 
The fact that the contributions were channelled 
through the 'chairman' and that he maintained 
I 
i 
I 
control over the situation, fostered smooth 
participation without any disruptive outbursts 
of emotion. The problems that bothered the 
group, their feelings anditheir frustrations were 
being retognised and the ~rder restored. 
The discussions continues1unabated without any-
body wanting to leave the venue (except the one 
leader who felt too guilty). The discussion 
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would probably have carri~d on even longer if 
lunch time did not call them to a halt (Van Biljon, 
Case Study, 1980a, 6). ' 
i 
I 
With this experiment, immediatelfollow-uP was accomplished. 
The performance motivated the audience to discuss their 
feelings; enough time was allo~ated to them to move 
I 
beyond the superficial; as a rbsult of the enabler's 
careful plannihg the power figures were involved; and 
. I 
therefore the needs of the group were met. The camp 
I 
organisers' participation ensured that the queries were 
taken up promptly as they were ~repared to respond to 
I 
the grievances voiced. In this situation, the officials 
had the power to rectify the situation and the follow-
up would have been fully comple~ed once they had carried 
out all their promises. 
i 
At the Youth Leadership Camp (~ee 2.4.1) the needs of 
the community 
authority who 
and available 
could easily be met. 
held the key to Jhe 
. I 
for participation. 
The people in 
answers were present 
However, this may 
not be the case with other community dramas. Should 
a need in the community reQUirJ action from central or 
I oc a I government immediate follow-up may not be easily 
facilitated (compare 3.4, team work). 
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If the enabler of the community drama is in a position 
i 
of authority to bring about the necessary change. the 
ideas raised at the discussion hold a good possibility 
of being carried through. He would know exactly what 
the feel ing of the group was and "h.aving experie_nced the 
process be more committed to seein~ th~t it was.carri~d thfough. 
In his evaluation of the second Youth Leadership Camp for 
Boys, the author said :-
Ideally-I should ba part of the organisation of 
this camp .. ·This way I can ensure that the ideas 
that were raised are carried through. Another 
alternative would be for one of the organisers 
to learn to apply this technique. If the 
technique does not carry the necessary Istatus', 
it will always be considered as 'another programme 
to occupy the boys'! This superficiality will 
eventually show through and then the boys might 
be reluctant to participate on a future occasion 
(Van Biljon, Case Study. 1980a. 9). 
In the community drama with the Cr~che Management Groups 
(see 2.4.2), the author was in a position to continue 
with the process of providing continuing education to 
the individual management committee members at the 
completion of the course, and the community drama. 
He was made aware of their limitations through the 
community drama because "it showed the truth about a 
common community issue ... Although they had time 
to prepare themselves for the task, the chairman was. 
still not in a position to carry out the role success-. 
fullyll (Van Biljon, Case Study. 1980b, 8). In this 
case, the author maintained his educational role with 
the managements and thus shared the responsibility for 
the follow-up work .that was ne~ded •. 
The answers to community needs may be well above the 
capability and resources of the community. Follow-
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up based solely on the energies of· the group, i.e. self-
help, may be v~ry difficult to achieve. When community 
drama is implemented without a realistic view of these 
limitations, the situation may be reached- where it is 
expected Of the community drama to accomplish needs 
well above its functions (compare Champter 3, 2.5.4, 
anrealistic objectives). Hancock explains that :-
(The) urban local and central government 
regulations, laws and bylaws seriously inhibit 
the fre~ development of the· expression of self-
help in fields that mean the most, i.e. education, 
employment and housing. Therefore it is mainly 
in the social recreational field that self-help 
can be utilised. Social recreational activity, 
however, is normally seen as a wealth consuming 
and not a wealth creating activity, of far more 
vitality to middle class categories of persons 
and less utilising to the urban poor (ISBO. 
10- a od 11). 
However, this is not the situation regarding all 
community needs. In the drama with the Creche Group 
{see 2.3.3}, the objective was well within the reach 
of self-help, as the people involved in the cr§che were 
not dependent on any outside authorities to reach their 
objective of 19·~eater involvement in the creche ' s 
fLJnctioning'. The performance was marked by its high 
degree of dramatic portrayal, attentive audience, and 
excellent small-group discussions with reports on these 
discussions. But the limited time did not allow for 
a consolidation of these ideas and as a result the 
audience's ideas were not challenged and debated through 
an in-de~th discussion. The commitments made at the 
report-back session were not carried through as they 
were not consolidated on the day of the community drama. 
The in-depth discussion ensures that the group looks 
at all ·aspects of the situation, critically observing 
all suggestions and putting them through the test of 
logic. This might be time-consuming, but the author 
has observed that it serves as a safeguard against irra-
tionality and shortsightedness. 
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When a representative body is need~d to carry out the 
goals and objectives decided upon at the community drama, 
this is the ideal medium to provide the appropriate people 
for the tasks. Leadership is enhanced through the community 
drama in various ways: when the enabler trusts the parti~ 
. cipants with the responsibility of taking care of the 
practical arrangements for the performance, initiative, 
. leadership. and organisational skills are encouraged; 
the actors develop confidence in themselves and in their 
ideas whilst portraying them {n front of the community: 
and the audience j~ stimulated through the post-play 
discussions and especially when they havetD give a report 
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back and to summarise their group's discussions. Previously 
they might have shied away from leadership roles. but 
with the support of their groups, theydevelop the courage 
whilst enjoying the new status of representing their 
group's ideas. At the community .drama with the Youth 
Leadership Camp (see 2.4~1), the author learned from 
the camp organisers that the leaders in the small discus-
sion groups were all 'new' leaders. while the 'old' 
formal or official leaders who were elected when the 
camp commenced were overlooked. Ferrinh~ says that :-
Theatre reinforces the effectiveness of leader-
.ship in a community because it : 
a) helps leaders to fit each specific situation 
by the 'd i s c u S s i on ! on t he s t age of the i r 
roles in that situation. 
b) helps to engineer the situation to fit the 
leaders by defining for the audience the 
situation and expectation about people's 
actions (Ferrinho, 1980, Ill). 
Maximum participation in the community drama ensures 
. that the people are familiar with those with leadership 
potential and this familiarity prepares them when an 
election is called for a representative body. This 
process is also a safeguard and serves as a natural selec-
tion process, with the most capable people proving them-
selves naturally. Whilst being motivated on the issue, 
they also commit themselves to the task in the presence 
of their friends. This commitment could motivate them 
to see that action is taken. 
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Once the representative body has been elected t the enabler 
has a valuable contribution to make.. Although the re-
presentative body might have the necessary motivation 
and drive. its members might still need to be equipped 
with organisational and leadership skills·to engage in 
effective action. The author has observed that a quick 
response to the needs is. important to ensure that the 
motivation and interest raised through the community 
drama does not grow faint along the way. It might not 
be possible to meet with the representative group immedi-
ately at the post-performance discussions~ but if the 
group members are interested, they should meet with the 
enabler within 24 hours after the completion of the drama. 
The enabler, with his advantage of knowledge, should 
be in a position to guide the group, to provide the neces-
sary training, and to be flexible in the development 
programme so as to incorporate their individual contri-
but ion s . 
. The author believes that the success of the follow-up 
phase. as with the other phases, depends to a large extent 
on t he way in which it has been planned before hand by the 
What the author has described so far could be called 
'short-term'follow-up. In his experiments. either the 
partiCipants did not meet their long-term objectives. 
and the value of the drama only served for a short while, 
or the objectives did not cover specific long-term plans. 
Therefore, the author cannot commit himself to judging 
~the long-term effect of community drama. It is en-
couraging to read l that community drama could have a 
long-term effect in a community. Such a situation is 
described by Louis Miller, who used thi~ creative process 
in a stress situation in Israel.:-
MIller: My first choice was Katamon, a neigh-
bourhood that has one of the most difficult social 
situations in Jerusalem. New immigrants from 
Kurdistan, Morocco, and Syria came there and many 
had a terr i b let i me. Hug e fa mil i e s pro d u c e d 
poverty, overcrowding, and misery. Delinquency 
and drugs appeared in some cases. Where there 
used to be the complete obeisance of a patriarchal 
society, fathers lost their authority and children 
started mocking their parents. 
Those people had lost their self-esteem completely. 
They wouldn't admit that they came from this 
neighbourhood. They wouldn't admit that they 
came from North Africa. 
Now they have done three dramas in Katamon. The 
first one was before the October war in IS?3. 
It was called 'Joseph L;oesummto Katamon;which means 
that Joseph the dreamer is chucked out by the Jews, 
by his brothers, who need him later, and sent to 
Katamon. The second play was called 'Dropouts', 
and the third, which is about to be presented, 
is 'Plan and Destiny'. 
Now the directors of the community program - which 
includes theater and is named 'The Tent of Joseph' 
- are people from the neighbourhood. It is the 
only neighbourhood in Jerusalem that runs its own 
1. Dr. Louis Mi ller confirmed these facts during informal 
discussions with the author. These discussions 
too~ place during the author's study tour to Israel, 
July 1981. 
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youth clubs, sports clubs, and centers in which 
women look after babies in the mornings. It all 
c am e 0 u t 0 f the the at e r (M ask in, I 98 I , . 4 ) . 
CHAPTER 8 
CONCLUSION 
This chapter consists of the main conclusions that were 
drawn from this work, except where otherwise explicitly 
stated. Thus it summarises what has already been said. 
The author believes that the descriptions in this thesis 
provide suffici~nt ground for concluding that community 
drama as a communication medium can be utilised by the 
social worker in the community social work programme. 
If that hypothesis is accepted, there are also a variety 
of conclusions reached throughout the thesis which stand 
in close relation to this main proposition. 
Social workers involved with and interested in drama 
and theatre are more likely to invest In the medium, 
but most social workers can be motivated to participate 
i f the yare ad e qua tel yin t rod u c edt 0 It by a sui tab 1 y 
qualified person. The initial contact with the medium 
i s c r u cia I, as the s u c c e s s 0 r fa i 1.u reo f the, e n,clb I e r ' s 
first experiment wil~ largely determine future use of 
the medium. To ensure the greatest lev.el of success 
with this first attempt, the enabler should be selective 
/' .... in the choice of theme and of 'actor' target group, and 
'\ 
\ should ensure co-operation with professionals and other 
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authority figures who ha~e importance for the functioning 
of the group. 
'" .,- - - ~. '" -,-" -
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Community drama within the context of community social 
work ensures that theemphasis"is placed on the communicative 
value of the performance, and not on the theatrical aspect . 
. All participants in the medium should share equally in 
this objective as, if they do not, there is a great danger 
of frustration when unrealistic objectives are not met. 
Community drama will only be possible, and the objectives 
reached, when a proper target group has been selected 
as .. the lactorl group. When the enabler proposes 
that the common feeling be dramatised, a sequence of 
steps must be followed to ensure that the group's ideas 
will eventually be realised in a performance. If the 
sequence is not fOllowed in the order suggested, the 
enabler runs the risk of inhibiting the spontaneous drama-
tisation of the group's feelings as they will not be 
prepared to participate in a performance that is not 
well re'hearsed. 
The successful utilisation of community drama depends •. 
to a great extent, on the quality of the relationship 
between the enabler and the group members. A healthy 
relationship allows the group to follow the enabler's 
suggestions and to participate with the enabler's guid-
ance. It also calls for the enabler to respect the 
group's independence and to refrain from any active 
participation in the compilation of the drama and in 
the performance of it. The drama belongs to the 
S participants and the enabler only serves to facilitate 
"the process and guide the participants' energies. 
~ Before the medium can be successfully employed. there are certain practical arrangements that have to be taken care of. The date and time planned for the performance i 
I 
/ 
are crucial. They will determine the availability of 
the 'actors' and the audience)but at the same time)they 
must be chosen with an awareness of the time needed for 
all. the phases to deploy effectively_ The venue, seating 
arrangements, stage, and theatre props, are of less 
importance, although the participants might attach more 
than necessari value to them. 
The drama in the performance depends on the nature of 
the theme portrayed and the way the 'actors'decide 
to dramatise their ideas. If they believe in their 
ideas-and have clarity on the topic, the performance 
< ""'" 
will be realistic. 
, 
The narrator hfis an important role 
to fulfil to ensure a smooth flow of ideas, especially 
in providing a !.ink when the drama consists of various 
distinct scenes. The drama can also be accompanied 
oy various side attractions. These might add to the 
\\ entertaining aspect of the performance but they are not 
) important as they consume precious time and energy which l, 
could be spent more productively on the other phases 
, of the community drama. 
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An interested audience is required that can identify with 
the community drama on an intellectual and emotional 
level. Its members tend to spread t~e message of the 
the community and for that reason it is not 
important to reach the wider community directly when 
utilising community drama in an 'open' community. 
Audience members could become actively involved in the 
performance of the drama but their main involvement is 
reached through the post-performance discussion. The 
small-group discussion method is best suited to encourage 
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maximum audience participation and it provides a channel 
, for a thorough re-think of the message; but there are 
\ occasions when it is not feasible to employ this method. 
(" 
{ The lactors' and narrator must be prepared to facilitate 
the discussion at the termination of the performance. 
If they are not adequately prepared, they might not be 
able to organise constructive audience discussions. 
The discussions should not be a mere report-back session 
on the feelings of the audience about the performance. 
Enough time should be available to encourage the audience 
to continue with the post-play discussions so as to reach 
the areas that are not usually being talked about. The 
real value of the community drama lies within this sphere. 
1 \ The performance stimulates discussion, the discussions 
\ 
move into areas that are otherwise never covered, and 
eventually logical and realistic suggestions will be 
proposed to serve as a guideline for the follow-up action 
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programme, which can be carried through by a representative 
body selected by the audience and supported by the enabler. 
Whi Ie the author did the final editing on Chapter 6, "a 
thought darted" (see Footnote 1, page 2 ).' This thought was 
triggered by the 'crisis' situation that is described in 
Section 6.4, and for the first time the author thought of 
comparing community drama wit~ drama as an art form. Conven-
tionally the following are the components ascribed to the 
traditional drama: introduction, body, crisis, climax and 
conclusion. The author realised that community drama' can be 
identified by the same components although it widely differs 
from drama as an art medium. He suggests this comparison :-
Introduction 
Body 
Crisis 
Climax 
Conclusion 
the enabler's preparation with the par-
ticipants and the rehearsal for the 
performance; 
the performance of the community drama; 
the period immediately following the 
performance~ just before in-depth audience 
discussions commence; 
. when, through the audience discussions, 
realistic and in-depth conclusions are 
reached on the issues communicated through 
the performance; 
follow-up programme. 
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From t his compa rison, two maj or po i nts ar i se. ~t-1.~U:,="d.e,­
monstrates that the author believes community drama can' 
be carried through to active community participation, 
------~.'*- .. 
not only in the preparation for and production of the 
play, but also through active audience jn~olvement. 
Secondly, with the crisis and climax phases ascribed 
to the period that follows the performance. there appear 
to be grounds for concluding that the hypothesis from 
which this present study developed may be at least 
provisionally accepted .. 
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